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PREFACE 

In the preparation of the Studies presented in the following 
pages I have been indebted to many for kind assistance. First of 
all, I am under deep obligation to Mr. Charles L. Freer for afford- 
ing every facility in the use of the material in his collection and for 
his generous support of the publication. M. Charles Diehl, of the 
Sorbonne, read the Studies in proof and made valuable sugges- 
tions. Dr. E. C. Richardson of Princeton University, and Professor 
H. A. Sanders of the University of Michigan, assisted in the solving 
of palaeographical difficulties. The extent of my obligation to 
Strzygowski, Brockhaus, Dalton, and other masters in the field of 
East Christian art may be inferred from the number of citations of 
their contributions in the notes and in the list of illustrations. 

The colored plates and heliotype plates in this volume were 
made by The Heliotype Company, of Boston ; the negatives for 
plates XI-XIII were prepared by Mr. George R. Swain. 



CHARLES R. MOREY. 



Princeton, New Jersey, 
July, 1914. 



Digitized by 



Google 



Digitized by 



Google 



CONTENTS 

PAGE 

Two Miniatures from a Manuscript of St. John Climacus, and their 
Relation to Klimax Iconography : 

The illustrated manuscripts of the Klimax i 

Portrait of St. John Climacus 14 

Miniature of the Heavenly Ladder 17 

Eight Miniatures from a Manuscript of the Gospels : 

The manuscript containing the Miniatures 3 1 

Portraits of Mark and John 34 

The Descent from the Cross 41 

The Descent into Hell 45 

The Doubting of Thomas -54 

Christ and the Holy Women 56 

Madonna and Saints 58 

John the Baptist and the Virgin ( ?) 59 

Date and Value of the Miniatures 59 

The Painted Covers of the Washington Manuscript of the Gospels : 

Covers and Painting 63 

Portraits of the Evangelists 66 

Date and Style 67 

Appendix : Libraries containing the Facsimile of the Washington Man- 
uscript of the Four Gospels 83 



Digitized by 



Google 



Digitized by 



Google 



ILLUSTRATIONS 

PLATES 

Plates I-X are colored. 
I. Portrait of St. John Climacus Frontispiece 

FACING PAGE 

II. Miniature of the Heavenly Ladder 16 

III. Portrait of St. Mark 34 

IV. Index of Selections from the Gospel of Mark 35 

V. Portrait of St. John . . 3 8 

VI. The Descent from the Cross 39 

VII. The Descent into Hell 48 

VIII. The Doubting of Thomas 49 

IX. Christ and the Holy Women 5 6 

X. Madonna and Saints 57 

XI. Covers of the Washington manuscript of the Gospels with the Chain 62 

XII. First Cover, with portraits of Matthew and John .... 66 

XIII. Second Cover, with portraits of Luke and Mark .... 76 



ILLUSTRATIONS IN THE TEXT 



1. Miniatures of a Klimax manuscript in the Vatican Library: Vat. 394 

(from D'Agincourt, Histoire de PArt) 4 

2. Miniature of a Klimax manuscript in the Vatican Library: Vat. 394 

(from Beissel, Vatikanische Miniaturen) 5 

3. St. John Climacus. Miniature of a Klimax manuscript in the Bibli- 

otheque Nationale : Paris, Coisl. 88 (from a photograph) . . 7 

4. Humility and Indifference. Miniatures of a Klimax manuscript in 

the Vatican Library: Vat. 1754 (from Tikkanen, Eine illustrierte 
Klimax- Handschrifi) 8 

5. Penitent Monks. Miniature of a Klimax manuscript in the Vatican 

Library: Vat. 1754 (from Tikkanen, Eine illustrierte Klimax- 
Handsehriff) 10 



Digitized by 



Google 



xii ILLUSTRATIONS 

FIGURE PAGE 

6. Penitent Monks. Miniature of a Klimax manuscript in the Vatican 

Library: Vat. 1754 (from Tikkanen, Eine illustriertc Klimax- 
Handschrift) 11 

7. Gluttony. Miniature of a Klimax manuscript in the Bibliotheque 

Nationale: Paris, Coisl. 263 (from a photograph) . . . .12 

8. The Soul at the top of the Heavenly Ladder. Miniature of a Klimax 

manuscript in the Bibliotheque Nationale: Paris 1069 (from a 
photograph) 13 

9. The Heavenly Ladder. Miniature of a Klimax manuscript in the 

Imperial Library at Vienna: Vienna 207 (from a photograph) 15 

10. Jacob's Vision. Incised design on the bronze doors of the cathedral 

of Monte Santangelo (from Schulz, Denkm'dler der Kunst in Unter- 
italieri) 19 

11. Iconography of the Ladder Miniature .21 

1 2. The Heavenly Ladder. Ikon in the Likhatcheff collection at St. Peters- 

burg (from Likhatcheff, Materiaux pour Vhistoire de Phonographic 
russe) 23 

13. Triptych in the Museo Cristiano of the Vatican (from D'Agincourt, 

Histoire de VArt) 24 

14. Specimen Text from a Menaeum in the Bibliotheque Nationale, dated 

1 1 27 (from Omont, Fae-simt les des manuscrits grecs) ... 29 

15. St. Mark writing his Gospel. Miniature of the Codex Rossanensis 

(from Gebhardt and Harnack, Codex purpureus Rossanensis) . 35 

16. Christ, St. John, and St. Matthew. Reliefs of St. Mark's at Venice 

(from a photograph) 36 

17. St. Matthew writing his Gospel. Miniature of the Durham Book (from 

Westwood, Miniatures and Ornaments of Anglo-Saxon and Irish 
manuscripts) ........... 37 

18. The Crucifixion and the Four Evangelists. Relief of a sarcophagus in 

S. Zeno, Verona (from a photograph) ^8 

19. Examples of the Descent from the Cross, showing the evolution of its 

iconography from the ninth to the twelfth century (from Rohault 

de Fleury, L? Evangile) 42 

20. The Descent from the Cross. Miniature of the Melissenda Psalter in 

the British Museum (from Dalton, Byzantine Art and Archaeology) 43 

21. The Descent from the Cross, from Duccio's Altar-piece (from a photo- 

graph) 44 

22. The Iconography of the Descent into Hell 46-47 

23. The Descent into Hell. Fresco in S. Maria Antiqua, Rome (from 

Rushforth, Santa Maria Antiqua) 50 

24. The Descent into Hell. Mosaic in the Monastery of Daphni, near 

Athens (from a photograph) 51 

25. Mosaic in St. Mark's, Venice. Above, the Descent into Hell ; below, 

Christ and the Holy Women and the Doubting of Thomas (from 

a photograph) 52 

26. The Descent into Hell. Fresco in the Peribleptos church at Mistra 

(from Millet, Monuments byzantins de Mistra) .... 53 



Digitized by 



Google 



ILLUSTRATIONS 



xni 



FIGURE PAGE 

27. The Descent into Hell. Miniature of the Melissenda Psalter in the 

British Museum (from Herbert, Illuminated Manuscripts) . . 53 

28. Christ and the Holy Women. Miniature of a Gospel in the Iviron 

monastery on Mt. Athos : Iviron 5 (from Brockhaus, Die Kunst in 

den Athos-hlbstern) 57 

29. The Ascension. Painting in Chapel XVII at Bawit (from Comptes 

rendus de r Academic des Inscriptions et Belles-lettres) ... 69 

30. Three Saints. Wall-painting in Cell F at Saqqara (from Quibell, 

Excavations at Sahara) -7° 

31. The Ascension. Miniature of the Gospel of Rabulas (from Cabrol, 

Dictionnaire d^Archeologie chretienne et de Liturgie) . . 72 

32. The Ascension. Relief on an Early Christian oil-flask at Monza (from 

Cabrol, Dictiontiaire d'Archeologie chretienne et de Liturgie) . . 73 

33. Miniatures of a History of the World in the Golenisheff collection at 

St. Petersburg (from Strzygowski, Eine alexandrinische Weltchronik) 78 

34. The Nativity and the Baptism. Painted wooden panel in the Golen- 

isheff collection at St. Petersburg (from Strzygowski, Eine alex- 
andrinische Weltchronik) 79 



Digitized by 



Google 



Digitized by 



Google 



I. TWO MINIATURES FROM A MANUSCRIPT OF 
ST. JOHN CLIMACUS, AND THEIR RELA- 
TION TO KLIMAX ICONOGRAPHY 

i. The Illustrated Manuscripts of the Klimax 

The author of the work of which Mr. Freer's miniatures are 
illustrations was a personage of great distinction in the history of 
the Eastern church. Born about the year 525, he entered the 
cloister on Mt. Sinai at the age of sixteen, but the desire of the 
hermit's life was strong within him, and he soon left the monastery 
for a cave at the foot of the mountain, where he lived in solitude 
for forty years. At the end of this period he was persuaded by 
the monks of his old monastery to return to them as their abbot, 
and in this office he continued, acquiring great reputation for his 
piety and learning, until shortly before his death, when he again 
retired to a hermit's cell. He died about 600. 

To his name Johannes the Greeks added several epithets, 
calling him Sinaita from his monastery on Mt. Sinai, and Scholas- 
ticus in allusion to his learning. But their favorite name for him 
was 6 ,tt}s *Xt/Liaxo5, * he of the Ladder,' alluding to the Klimax, or 
4 Heavenly Ladder,' which St. John wrote for the guidance of his 
monks, and to which he owes his fame. The Greek genitive was 
Latinized into Climacus, and Johannes Climacus is his traditional 
appellation in the West. 

The Klimax was written at the request of a friend and admirer, 
also called Johannes, who was abbot of the neighboring monastery 
of Raithu, about fifty kilometres south of Sinai. It is a treatise 
on the evolution of the consecrated monastic life, intended as 
a guide to the earnest monk in the attainment of ascetic and 
spiritual perfection. The work is divided into thirty chapters 
or " rungs," corresponding with the thirty years of the secret life 
of Christ ; it commences with a homily on " Withdrawal from the 
World," and ends with one on " Charity." A characteristic list of 
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2 EAST CHRISTIAN PAINTINGS 

titles to the thirty gradus or " rungs" is that given in Cod. Theol. 
Gr. 207 in the Imperial Library of Vienna, as follows: 

1. 7T€pl <l>vyr}s Koo-fjLov : Concerning With- 16. irfpl <f>i\apyvpia^ : Concerning Love of 

drawal from the World. Money. 

2. irfpl airpoairadeias : Concerning Pas- 17. mpl aKTrjpxxrvvrp; : Concerning Poverty. 

sionlessness. 18. irfpl dvcuo-drjo-Las : Concerning I nsensi- 

3. irfpl faviTiias : Concerning Home- bility. 

leaving. 19. irfpl ^aA/xa>8ois : Concerning Psalm- 

4. iripl vwaKorjs : Concerning Obedience. singing. 

5. irfpl fieravouis : Concerning Repent- 20. -mpl aypinrvius : Concerning Wakeful- 

ance. ness. 

6. TTf.pl p-vrjfirjs Oavdrov: Concerning the 21. irfpl Sfikias : Concerning Timidity. 

Remembrance of Death. 22. irfpl KcvoSo&as : Concerning Vainglory. 

7. irfpl wevOovs : Concerning Sorrow. 23. irfpl otfofm: Concerning Self-conceit. 

8. irfpl aopyrjatas : Concerning Meekness. 24. irfpl d#ca*tas : Concerning Guileless- 

9. irfpl afJLVTjo-LKaKcaq : Concerning Forgiv- ness. 

ingness. 25. irfpl rairuvo^pwrvvr^ : Concerning Hu- 

10. irfpl tov fir) Kpivciv : Concerning Judg- mility. 

ing Not. 26. irfpl SuLKpio-ftas : Concerning Discre- 

11. irfpl (TLwirrj^ : Concerning Silence. tion. 

12. irfpl ij/fv&ovs : Concerning Falsehood. 27. irfpl irpcxrfv)(r}<; : Concerning Prayer. 1 

13. irfpl d*7/&as : Concerning Indifference. 28. Trcpi i/crvx"^ : Concerning Quiet. 

14. Trepi nyorctas : Concerning Fasting. 29. irfpl airaBftas: Concerning Tranquillity. 

15. irfpl ayvftas : Concerning Chastity. 30. irfpl aydmp : Concerning Charity. 

The Klimax enjoyed a remarkable popularity during the Middle 
Ages, and its fame was by no means confined to the East. We 
find translations into Syriac, Modern Greek, Latin, Italian, Span- 
ish, French and Slavonic, and a belated English version is to be 
found in the library of Cambrai, entitled " A Spiritual Lader, or 
Stepes to Ascend up to Heaven," and dating in the seventeenth 
century. 

While manuscripts of the text of the " Ladder " are abundant, 
those adorned with miniatures are comparatively rare; illustra- 
tion, moreover, is generally confined to a simple drawing of 
the " Ladder," usually at the end of the manuscript, in which 
sometimes the rungs are labelled with the titles of the chapters, 
thus constituting a picturesque table of contents (Fig. 9, p. 15). 
The following table gives a list of the illustrated Greek Klimax 
codices, eliminating those whose illustration is limited to the 
"ladder" drawing mentioned above, or to illuminated initials and 
borders : 



1 Gradus 27 and 28 appear in inverse order in most manuscripts, 27 being on " Quiet " 
and 28 on " Prayer." 
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KLIMAX MINIATURES 



Datb 


Described by 


XI Century 




Vaticanus gr. 394. 


Beissel, Vatikanische Miniaturen, pp. 




24-25 (Taf xiv b). 




D'Agincourt, Histoire de /'Art, V, pi. 

LII. 

Labarte, Hist, des Arts Industriels, 






III, p. 68. 


Paris, Bibliotheque Nationals 


Bordier, Description des peintures, etc. 


Coislin 88. 


dans les mss. grecs de la Bibliotheque 




Nationale, Index, pp. 318 and 320. 


Milan, Biblioteca Ambrosiana 


Martini & Bassi. Cat. cod. graec. bibl. 


gr. 107. 


Ambrosianae, I. p. 120. 


XI or XII Century 




Vaticanus gr. 1754. 


Tikkanen, Acta Soc. Scient. Fennicae* 


* 


XIX, 1893. 


XII Century 




Freer miniatures. 




Sinai Library, no. 418. 


Kondakoff, Travels on Sinai (Russian). 


Paris, Bibl. Nat. 1158. 


Bordier, op. cit., p. 203. 


Paris, Bibl. Nat. Coislin 263. 


Bordier, op. cit. y Index, p. 318. 


Paris, Bibl. Nat. 1069. 


Bordier, op. cit., Inventaire, p. 39. 


XIV Century 




Mt. Athos, Stavroniketa mon- 


Lambros, KardXoyos tu»v cv Tat? PtfS- 


astery, no. 50. 


XioOrjKais rov ayiov opovs 'EWtjvikujv 




k<d8ik<x)v, I. p. 78, no. 915. 50. 


XV Century 




Milan, Bibl. Ambrosiana gr. 


Martini & Bassi, op. cit., I, p. 460. 


387. 1. 




Vienna, Imperial Library, 


De Nessel, Cat. cod. graec. bibl. Caes. 


Codex gr. 207. 


Vind.y I. p. 306. 



Abbreviation 



Paris Coisl. 88. 



Ambr. 107. 



Vat. 1754. 



Sinai 418. 
Paris 1 158. 
Paris Coisl. 263. 
Paris 1069. 

Stavroniketa 50. 



Ambr. 387. 1. 
Vienna 207. 



The first manuscript in the list, Vat. 394, is also the best 
known. A number of the miniatures are reproduced in Fig. 1, 
and one of them on a larger scale in Fig. 2. The latter is a fair 
sample of the scenes, showing considerable originality of concep- 
tion, and extraordinary fineness of modelling in the faces in spite 
of the diminutive scale, the manuscript measuring only 24 x 17 cm. 
Altogether the work is worthy of its period, although the eleventh 
century witnessed the production of some of the best of Byzantine 
painting. 

The miniature reproduced in Fig. 2 adorns the beginning of 
the nineteenth "rung" (nepi ^aX/LuwStas), and the text below is 
arranged in two columns. The title of the first column reads, 
" Concerning Sleep and Prayer during the Chanting of Psalms," 
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4 EAST CHRISTIAN PAINTINGS 

and the beginning of the second column speaks of "fasting, from 
which the wearied body (seeks to recuperate) by sleep." This 
gives us the clew to the meaning of the little scene at the extreme 
right where Prayer (17 vpoa-evxv) chastises prostrate Sleep (6 xnrvos). 
Sleep is black, as are all the " Vices " of this graphic allegory. In 
the central scene the author of the Klimax — duly labelled * the 




. . 


















FIG. 1. Miniatures of a Klimax Manuscript in the Vatican Library: Vat. 394. 

Upper Row : to left, St. John preaching to his flock, and pointing to a bust of Christ in the heavens 
above ; middle, above, a monk renouncing " Life " (represented as a nude male figure with wheels on his 
feet) and his family; middle, below, scenes representing " ploughing " and an allegory; to right, a monk 
starting on his wanderings, under the guidance of " Home-leaving," and a sleeping monk tempted by 
demons (in the form of angels) with dreams of his abandoned family. 

Middle Row : to left, monks praying in a cave ; to right, the burial of a holy anchorite. 

Lower Row : to left, " Humility " encouraging a monk to climb the Ladder, while a Vice holds him 
by the foot; in middle to left, an angel encouraging a monk who is climbing the Ladder, below which 
stands St. John, pointing to the bound and prostrate figure of a Vice ; in middle to right, St. John teaching 
two monks, and a Virtue expelling two Vices ; to right, a monk in prayer upon the Ladder, standing on 
the prostrate form of " Evil Speech." 

holy John ' 6 (1(7109) 'Ia^ai/irjs) — sits upon a throne in front of an 
architectural background in inverse perspective, and instructs four 
monks. To the left an elaborate allegory unfolds itself. We see a 
luckless monk pulled headlong from the Ladder by the Vices which 
he has allowed to get the upper hand. Arrogance (17 inrefyq^avia) 
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KLIMAX MINIATURES 5 

grasps his left foot, Sleep (6 vttvos) clasps him about the middle, 
Vainglory (/co/oSofta) runs up from the right to bear a hand in his 
downfall. Gluttony (17 yaarpiiiapyia) pulls at his left arm, and 
False Reverence (i/rcvScvXa/Jia) at his right, while Desire (6 Ov/ios) 
has fastened himself to his hair. A black and naked imp labelled 
4 Satiety ' (6 Kopos) sits on the ground below, lifting a cup in his 




FIG. 2. Miniature of a Klimax Manuscript in the Vatican Library : Vat. 394. 

To Left: Vices pulling a monk from the ladder; below, "Orthodoxy," the "Pit of Ignorance," 
" Satiety," and the " Rout of Goodly Virtues." To Right : St. John teaching his flock, and " Prayer " 
chastising " Sleep." 

right hand. Another naked figure lies in a cavern to the left, 
which bears the inscription Xcucko? ayi/cocrias, * the Pit of Ignorance,' 
and by way of contrast to his pitiable condition, the stately figure 
of an ecclesiastic rises above the cave, labelled 17 dpOohotjta, 4 Ortho- 
doxy.' In the lower right-hand corner, a Vice pushes away three 
Virtues. Above his head we read (ruvrjdeia -q iroirqpa • bad com- 
pany,' and above the group of virtues is the inscription Suu^t? rS>v 
Kako)v aperav, * the rout of goodly virtues.' This by-play therefore 
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EAST CHRISTIAN PAINTINGS 



affords a fitting title to the wnple allegory: " Evil communications 
corrupt good manners." 

The other miniatures of the manuscript are largely allegories 
of the same sort, varied with occasional scenes from the life and 
teaching of St. John. A noteworthy survival from the antique is 
seen in one of them (Fig. i), wherein Life (6 /Jios) is figured as a 
nude man striding along on wheels, a type which is clearly derived 
from the Greek conception of Kaipos ' Opportunity/ and is paral- 
leled by a similar figure on a stone parapet in the cathedral at 
Torcello, dated by Cattaneo in 1008. 1 

Paris Coisl. 88 is dated by Bordier in the eleventh century. It 

contains a miniature (Fig. 3) representing St. John seated before 

his monastery, and writing. The Heavenly Ladder rises from 

• the top of the monastery. A portrait of the author is the sole 

illustration of Ambr. 107. 

The most interesting of Klimax manuscripts is easily Vat. 1754, 
which was published for the first time by Tikkanen in the Acta 
Societatis Scientiarum Fennicae of 1893. 2 The manuscript con- 
sists of 195 leaves, and measures 21x16 cm. The first miniature 
(fol. 1) corresponds with the ladder drawing which often accom- 
panies manuscripts of the Klimax and serves as a table of contents, 
each rung of the ladder being inscribed with the title of its partic- 
ular homily. In Vat. 1754, however, this table of contents takes 
a unique form. Each rung is here illustrated by a microscopic 
picture (the figures are but 12 mm. in height) alluding to the title, 
and to provide room for this original treatment the ladder bends 
round the page in the form of a horseshoe. Tikkanen finds that 
these little scenes show the " uniformity of invention common to 
Klimax-illustrations," but that they are done so carefully as to 
rival larger miniatures in sureness of detail, particularly in the 
drawing of the face. His description of the most interesting of 
the pictures is here summarized, with the few additional comments 
that seemed necessary. 

1 Cattaneo, V Architecture en Italie du Vie an Xle sihle. Trans, by Le Monnier, 
1890, p. 310, fig. 166. Cattaneo's date is that of the restoration of Torcello cathedral 
by Pietro Orseolo II, Doge of Venice. This is the same relief that figures in Baumeister, 
Denkmaler, II, fig. 824, and was mistaken for a late Roman work by Curtius, Arch. Zcit., 
1875, P- 6- Such revivals of Hellenic motifs are very common in the middle period of 
Byzantine art. For other representations of Life in Byzantine art, see Dalton, Byzantine 
Art and Archaeology, p. 158, and A. Munoz, VArte, IX, p. 212 ff. 

2 This publication is somewhat inaccessible, and I have therefore given Tikkanen's 
description and critique of the manuscript in detail. 
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First Rung (Concerning RetirefneRt and tjie Renunciation of 
the World) : An angel pointing out Christ to a boy. 

Third Rung (Concerning the Leaving of Home, and Concern- 
ing Dreams) : A sleeping monk and another monk leaving him and 
starting on his pilgrimage. In Vat. 394 this scene is treated 
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FIG. 3. St. John Climacus. Miniature of a Klimax Manuscript 

IN THE BlBLIOTHKQUE NATIONALS: PARIS COISL. 88. 

St. John writing the Klimax; in the background, his monastery of Mt. Sinai, from which the 

Ladder rises to Heaven. 

more allegorical fashion (Fig. i), in that the attention of the wan- 
dering monk is directed by a personification of Home-leaving 
(17 ^evireia) toward his sleeping brother. The elderly man and 
woman to the right of the sleeper and the two youthful forms to 
the left doubtless represent the family of the monk, while the 
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winged figure bending above him, and the other pulling at his 
garments, are not angels, but devils. This is clear from the con- 
text of the second part of the third homily, in which we read that 
the monk must beware of the dreams which come to him after 
leaving home and friends, for * the demons will see fit to disturb us 
in dreams by showing us our loved ones in lamentation, or dying 
or grieving for us, and in trouble. . . . They often transform 
themselves into an angel of light and the shape of the martyrs, etc.' * 
The same tempting of a sleeping monk appears in Sinai 418. 

Sixth Rung (Concerning the Remembrance of Death) : A 
monk standing in melancholy meditation by a grave. The cor- 
responding miniature in Vat. 394 is 
not finished (fok 51). In the Sinai 
Klimax, the grave is replaced by a 
sarcophagus containing the bodies of 
four dead youths, a motif which re- 
minds one of the French " Dit des 
trois morts et des trois vifs" of the 
thirteenth century, which reappears in 
the well-known Triumph of Death in 
the Campo Santo at Pisa. 

Seventh Rung (Sorrow) : A monk 
seated in an attitude of melancholy. 
Eleventh Rung (Silence) : A 
seated monk. In Vat. 394 the con- 
cept is expressed in characteristic fash- 
ion by a personification, a maiden in 
classic costume pointing to her mouth. 
Thirteenth Rung (Indifference): A small demon aims an arrow 
at a seated monk (Fig. 4). In Vat. 394 (fol. 71 verso) Indifference 
has seized the foot of a monk who stands on the Ladder, but in 
the next scene lies bound at the feet of St. John. 

Fourteenth Rung (Gluttony) : A monk sitting at a table and 
drinking from a goblet (compare the miniature in Paris Coisl. 
263; Fig. 7). Beside him stands a cooking apparatus on a hearth 
of masonry. 

1 Scala Paradisi, Migne, Patr. Graec. 88, col. 670 & 672 : . . . rore Xoittov oi Sai/iove? 
&' ivwrviiav Oopvfitiv Soki/juutovctiv ^/*a9, tovs oIkclovs cavrcov *)fuv V7toScikVvvtcs * rj #c(wr- 
TOfiivoxs rj OvqcKOvraSj rj \nrkp ripCjv KaT€\ofi€vo\s f teal cnvoficvovs . . . Efc ayycAov 
Garros kcu paprvpuv tT8o? ttoAAcuu? /ACTCWT^/iXtTtifoVTai, K.T.A. 




FIG. 4. Humility and Indiffer- 
ence. Miniatures of a Klimax 
Manuscript in the Vatican 
Library : Vat. 1754. 
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Fifteenth Rung (Fornication) : A demon shooting at a woman 
who kneels before a standing monk ; the latter takes her by the 
hand. 

Sixteenth Rung (Avarice) : A monk sitting before a fire 
kindled from heaven, in which a body seems to burn. The con- 
cept is quite differently rendered in Sinai 418, as we shall see 
later. 

The rest of the scenes in this series are insignificant and show 
a poverty of invention unusual even in Byzantine art. Repent- 
ance is rendered by a monk sitting in meditation in his cell, the 
Chanting of Psalms by monks who extend their hands toward 
Christ. For both Humility and Passionlessness the artist shows 
us an angel giving a labarum to a monk (Fig. 4), and Obedience 
and Charity are likewise represented by identical groups consisting 
of an angel giving a monk a wreath. Falsehood is portrayed by 
a seated monk, Meekness by one standing; Vainglory is rendered 
by an old monk teaching a younger one, Poverty by an aged 
monk in an attitude of prayer. 

On fol. 2 a full-page miniature represents the Ladder reaching 
up to heaven. Several monks are climbing up, and above in the 
heavens appears an angel who extends a wreath to the first arrival. 
A swarm of winged devils attempts to delay the progress of the 
aspirants, or to thrust them from the Ladder with their fiery 
forks, and in the case of three they have succeeded. One of these 
unfortunates falls into the jaws of a dragon emerging from a cave, 
a familiar type of Hell. Below stands St. John Climacus, exhort- 
ing the climbers, and at the foot of the Ladder a lad, finger on brow, 
thoughtfully surveys the scene, a devil meanwhile plucking at his 
mantle. 

Fol. 2 verso shows us St. John seated at his writing-desk, com- 
posing his book. A portrait of the same character is to be found 
in Vat. 394 (fol. 6 recto), in the Sinai Klimax, in Paris Coisl. 88, 
in Stavroniketa 50 and in one of the Freer miniatures. 

Fol. 3 recto contains a miniature entitled by Tikkanen " The 
Triumph of Johannes Climacus " in view of the composition, 
which is the one usual for such apotheoses. In the midst of a 
throng of worshipping monks the saint stands upright on a foot- 
stool and holds out his right hand in benediction, with the gesture 
of a Roman emperor. 

It will have been noticed in the comparisons of Vat. 1754 with 
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Vat. 394 that the female personifications of the earlier manuscript 
are absent in the scenes of the later, and that the Vices are 
replaced by conventional demons. The allegory in the earlier 
Klimax is much more sustained than in the later; here in render- 
ing the virtues and vices the artist occasionally, as in "Remem- 
brance of Death," depicts the monk in an act suggested by the 
title. This tendency to depart from the earlier Hellenizing alle- 
gory in the direction of more material treatment is a mark of the 
Byzantine decadence that has often been noted; but nowhere can 
so striking an example be found as in the thirty large miniatures 
which in Vat. 1754 follow the scenes above described. 

These miniatures," says 




FIG. 5. Penitent Monks. Miniature of 
a Klimax Manuscript in the Vatican 
Library : Vat. 1754. 



Tikkanen, "... represent the 
glorification of the pitiful in the 
ascetic existence. Wretched- 
ness and misery are elevated to 
an ideal. Never in fact have I 
seen such ostentation in the 
setting forth of this negative 
morale of monasticism, which 
teaches the conquest of sin by 
fleeing from temptation, which 
substitutes penance and self- 
tormenting, stupid brooding, 
for work and healthy activity, and to gain heaven, makes earth 
a hell ! " 

Some of the miniatures of this series have versified inscriptions 
and explanatory titles in addition. The scenes are much alike, 
representing groups of monks admonished by the abbot (fol. 3 
verso) standing in deep dejection (fol. 4 recto); brooding over 
their unworthy state; stretching their hands to heaven (fol. 4 
verso), from which issues the Dextera Domini; 1 praying, with 
hands bound behind their backs, the Virgin interceding for them 
(fol. 5 recto) ; sitting in misery upon the ground (fol. 5 verso) \ 
hiding their faces and tearing their hair in penitence (fol. 6 recto), 
while the Mother of God extends from heaven a pitying hand 
(F^g- 5)- The artist seems to have racked his brain for new 

1 Dextera Domini, the *• Hand of God." This was the customary, and well-nigh ex- 
clusive method of rendering the Divine Presence in Early Christian Art, and continued in 
favor throughout the Middle Ages in both East and West. 
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gestures and attitudes that could lend variety to his unending 
theme of self-torment. One of the monks in the miniature on fol. 
9 verso leans on a staff in the manner of the magistrates on the 
east frieze of the Parthenon, or the Demos on Attic decrees. 
Elsewhere the monks appear half-naked. On fol. 10 recto, the title 
tells us that " they eat ashes instead of bread and mix the water 
that they drink with tears ; " three of the five monks represented in 
the accompanying miniature seem to be drinking out of cups. A 
somewhat similar scene appears in Vat. 394, which also has a fair 
parallel to the scenes depicting the death of a monk in Vat. 1 754 (fol. 
16 recto and verso). Fol. 1 1 recto displays the effect of the ascetic 
existence in a group of skeleton- 
like half-clad monks. The limit 
of the painter's meagre powers 
of facial expression is reached 
in fol. 11 verso (Fig. 6). The 
goal and reward is reached at 
last in fol. 1 7 verso, where Christ 
appears to a throng of monks. 
In the next miniature (fol. 18 
recto) Christ invites them to en- 
ter the gates of Paradise, and on 
the opposite page we find them 
safely inside, lifting up their 
hands in ecstatic adoration of 
the Lord. In the last miniature (fol. 19 recto) they stand, once 
more fully clad, hands crossed upon their breasts, in peace. At 
the head of the throng is the Virgin, adoring the Hand of God 
which appears in the heavens above, " thanking the Son," the title 
tells us, " for the saving of these." 

Vigor and skill are not lacking in these miniatures, but in 
general they are inferior in elegance and careful execution to those 
of Vat. 394. There are bad violations of proportion, and the 
hands and feet are often barbarous. Tikkanen finds the style as a 
whole to be that of the eleventh century, but dates the manuscript 
indefinitely in the eleventh or twelfth, one reason being apparently 
the absence of gold backgrounds, an, omission rare in the best 
period. The materialistic tendency noted above would point to 
the later date. The unfinished condition of many of the minia- 
tures reveals the process of painting — first a sketchy drawing, 




FIG. 6. Penitent Monks. Miniature of 
a Klimax Manuscript in the Vatican 
Library : Vat. 1754. 
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within which the principal lights and shadows 
are laid on in an under-coloring of equally in- 
definite character, and afterwards the final col- 
oring, put on in thick tones, with details and 
final outlines drawn in firm unerring strokes. 
Nude parts are left in the tone of the under- 
painting, on which the features and lights and 
shadows are delicately indicated with brown 
and white. Gray hair is under-painted with 
blue, which is often retained as the final color. 
Of the twelfth-century manuscripts of the 
Klimax, to which period the Freer miniatures 
are to be assigned, the most interesting is Sinai 
418. Kondakoff's description ("Travels on 
Sinai," in Russian) is partially translated in 
Tikkanen's article and two pages of the codex 
are reproduced in the album accompanying 
Kondakoff's work (pis. 77, 78). The first two 
miniatures represent the Cross, surrounded by 
the Evangelical beasts, and Christ receiving the 
book of the " Heavenly Ladder " from St. John 
Climacus. Besides the usual scenes relating to 
the composition of the work, the codex is illus- 
trated by a number of miniatures which depict 
in realistic fashion the titles of the "rungs." 
" Withdrawal from the World " is rendered by 
an old man, beginning a journey and giving his 
garments to the poor. The homily on Dreams 
is illustrated by a sleeping monk tempted by 
two demons, after the manner of Vat. 394. 
" Remembrance of Death " is typified, as noted 
above (p. 8), by an old man standing before 
a sarcophagus containing four dead youths. 
The scenes show much realism, and apparently 
often without direct reference to the monastic 
life, as in " Bearing Malice," where we see ser- 
vants assailing their masters before a personage 



FIG. 7. Gluttony. Miniature of a Klimax Manuscript in the Bibliotheque 
Nationals: Paris Coisl. 263. 

A monk seated on a stool, holding a cup in his left hand. This being the headpiece to the fourteenth 
homily, the preceding ones are symbolized by the ladder of thirteen rungs above. 
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of authority, and "Avarice," which is rendered by a magnate in a 
blue robe seated in front of a chest, while his servants drive away 
beggars and receive grain frorn peasants. Another miniature rep- 
resents an unregenerate in the midst of a revel, while the plague 
rages around him and the earth is already strewn with the dea^L 
There is in this manuscript, therefore, a further development of 
the materializing tendency which we saw in Vat. 1754. The 
Hellenistic allegories of Vat. 394, already 
materialized in Vat. 1754, are almost com- 
pletely gone in Sinai 418, where the Virtues 
and Vices are indicated in scenes of real life. 

Paris 1 1 58 is remarkable for its original 
initials and borders, but contains only one 
miniature, and of that but little is left except 
the gold ground (fol. 256 verso). The orig- 
inal composition represented the Ladder, 
with the figure of St. John to the left. Below 
him at the foot of the ladder was a crowd 
of monks. One can still reconstruct three 
figures of monks climbing the Ladder and 
another falling, pulled down by winged de- 
mons into the Pit of Hell below. In the arc 
of Heaven at the top of the Ladder appears a 
half-figure of Christ, who wears a cruciform 
nimbus. Paris Coisl. 263 contains the figure 
of a monk holding a goblet and seated below 
a ladder of thirteen rungs (Fig. 7). This 
motif resembles the illustrations of "Glut- 
tony" in Vat. 1754, and " Satiety" in Vat. 394, 
and serves as headpiece to the title of the 
fourteenth homily on " Fasting." Paris 1069 
contains the peculiar miniature reproduced in 
Fig. 8, which depicts the Ladder with its top- 
most rung occupied by a little figure wrapped 
in a shroud ; Christ leans forward from the 
heavens to receive it. This figure Bordier calls " the human soul," 
— an interpretation which I see no reason to criticize. 

The thirteenth century is proverbially poor in monuments of • 
Byzantine art, and I know of no illustrated Klimax codex belong- 
ing to that period. The fourteenth century, however, is well rep- 




FIG. 8. The Soul at 
the Top of the Heav- 
enly Ladder. Mini- 
ature of a Klimax 
Manuscript in the 
Bibliotheque Natio- 
nale : Paris 1069. 
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resented by Stavroniketa 50, which is briefly described by Lambros 
in his catalogue of the manuscripts of Mt. Athos. The codex is 
of quarto size and contains 288 leaves. At the beginning of each 
" rung" appears a small picture representing monks, usually on 
the Ladder, praying and gazing up to heaven, and thus conceived 
in the manner of the majority of those of Vat. 394. Fol. 1 /? con- 
tains a miniature representing the Ladder with Christ at the summit 
leaning forth from heaven to receive the ascending monks. Below 
the Ladder, among other figures, is that of St. John. On fol. 3 /3 
is another miniature in all probability representing the same per- 
son, and we find him again in a full-page miniature on fol. n/3, 
where he is seated, as in the Freer miniature, before a table on 
which materials for writing are placed. 

Ambr. 387. 1 is a paper codex of the fifteenth century, contain- 
ing among other writings a manuscript of the Ladder, in which is 
a ruined portrait of the author. The same date is to be assigned 
to the paper codex in the Imperial Library at Vienna, with its sol- 
itary miniature representing the Ladder, with monks climbing up 
to Christ in heaven, or falling into the jaws of Hell (Fig. 9). 

From the descriptions which have preceded we see that the 
Freer miniatures represent the only two miniatures which are typical 
of Klimax manuscripts, the author portrait, and the " Ladder." 
In Byzantine art it is seldom we find an iconographical cycle of 
such variety as that of the Klimax. In the profusely illustrated 
manuscripts, Vat. 394 and 1754, Sinai 418 and Stavroniketa 50, 
the types used in all, or even more than one of the manuscripts, 
are rare. The miniatures representing " Home-leaving " in the 
first three manuscripts bear a general resemblance to one another. 
Sinai 418 and Vat. 1754 are somewhat similar in their rendering 
of " Remembrance of Death." The death of a monk in Vat. 394 
is paralleled by miniatures in Vat. 1754. But these resemblances 
do not amount to an iconographical tradition, being due, in great 
part, to the uninventiveness of the artist as well as the community 
of content. On the other hand, the author portrait and the heaven- 
ascending Ladder are found in nearly all of our examples. 

ii. Portrait of St. John Climacus — Plate I (Frontispiece) 

The reproduction of Mr. Freer's miniatures in colored plates 
makes it unnecessary to describe them in detail. The initial minia- 
ture (Plate I) is on parchment, and measures 17.2 x 10.5 cm. It 
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FIG. 9. The Heavenly Ladder. Miniature, Klimax Manuscript: Vienna 207. 

Christ in Heaven receiving four monks who climb the Ladder. To the right, three monks falling into 
the mouth of a dragon representing Hell. In the centre, the Ladder, with inscribed " rungs." 
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has been cut out of its original page along the red border, and 
pasted on a paper backing. The author is clad in a tunic and the 
Eastern monastic cope, and sits on a cushioned bench. On his 
lap he holds a portable desk on which he writes, and before him 
stands his writing-table, with supports terminating in little knobs. 
On the table we see his ink-well and the phial of minium, the 
indispensable red ink used in titles and initials. In the back- 
ground is his monastery of Mt. Sinai, represented by a rectangular 
enclosure, whose entrance is marked by a gate-tower of enormous 
height, crowned with a windowed drum and dome. The balcony 
surrounding the tower above the gateway is here turned by a 
false perspective into the segment of a circle. The artist had 
better success with the balcony on the tower which appears be- 
hind St. John in the Ladder-miniature. 

The inscriptions to right and left of the figure of St. John 
read: •/ 6 dyios | la>{6.vvr\*i) I 6 r(r})<; kXCholko^) * St. John of the 
Ladder/ This seated and writing figure is the traditional author 
portrait in Byzantine art, and its derivation from Hellenic sources 
has often been noted. 1 Beginning with a variety of the seated 
figures on Attic grave-reliefs, the motif develops in the late 
classic into a seated " philosopher " holding or reading a scroll, 
such as we find on sarcophagi of the " Sidamara " type, and the 
sarcophagus of S. Maria Antiqua. 2 Virgil is thus depicted hold- 
ing a volumen in his hands in one of the Vatican Virgils. In the 
famous Vienna Dioscurides of the sixth century the author is 
represented in a manner more like the Byzantine type, with his 
figure in profile. He does not write, however, but points to a 
root of the mandragora which Evpccris * Discovery ' holds before 
him. This is transformed into the Christian author type in the 
Codex Rossanensis of the same period (Fig. 15) where we see 
Mark seated in an armchair and writing on a scroll, while before 
him stands, in attitude of dictation, a female nimbed figure 
whose significance is discussed elsewhere (p. 35). This type, 
omitting the personification, became the customary form in which 
the portraits of the Evangelists were cast in both Byzantine and 
western painting, and of course is the ultimate inspiration for our 

1 Cf. Diez, Die Miniaturen des Wiener Dioskurides, Byzantinische Denkmaler, III, 
p. 38 ff. 

a Byz. Denkmaler, III, p. xiii, fig. 2. For the sarcophagus of S. Maria Antiqua, sec 
Suppl. Papers of the American School in Rome, I, p. 148 ff., fig. i. 
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miniature. The Dextera Domini which appears in the upper 
right-hand corner to symbolize the divine inspiration of the 
writer, is also found in late portraits of the Evangelists. 1 

iii. Miniature of the Heavenly Ladder — Plate II 

The second of the Freer miniatures, likewise on parchment, 
must have been the final one of the manuscript, for the page con- 
tains a colophon and the signature of the scribe. The ground 
of the miniature to the left of the ladder was originally covered 
with a light blue wash, shading into green at the top. To the 
right of the ladder the ground color was originally dark blue. The 
green spots along the border to the right are later splotches of 
color which have accidentally stuck to the leaf. Again we see the 
saint, this time standing before his monastery, holding a book in 
his left hand, and pointing with his right, the fingers of which are 
arranged in the form of the " Greek " benediction, to the edifying 
spectacle of the Ladder, on which two -monks are making their 
way to Heaven. To the right of the monastery is the inscription : 
6 ttj5 1 #c\tl/ma#c(o?). The miniature, like its fellow, was cut out of 
its manuscript, and in the process the lower edge of the leaf was 
lost. It now measures 15.6 x 13.2 cm., but the figure of St. 
John, which must have been originally complete, demands about 
2.5 cm. of additional space, so that we may assume that so much of 
the lower part of the miniature has been removed. The upper 
right-hand corner of the miniature has also been lost, but the upper 
end of the Ladder was completed by the familiar motif of the Dex- 
tera Domini, of which the rays and one finger of the Hand survive. 

We have already noticed that the only two miniatures which 
can be called typical of the Klimax cycle are the author portrait 
and the Ladder picture. The rest of the illustration seems to 
have been largely a matter of individual fancy on the part of the 
artist, and even the Ladder picture shows much variety. An 
elaborate composition is seen in Vat. 1754, where the monks who 
climb the ladder are welcomed at the top by an angel extend- 
ing a wreath. Their progress is impeded by winged devils who 
try to pull them down, and three of them fall from the ladder into 
the jaws of the dragon below. Paris 1 158 also has the devils, but 

1 Cf. e.g. the examples given on p. 36, note 2, and the twelfth-century manuscript 
described in the catalogue of the Claudin Sale (1877), where the motif appears in the 
portrait of Luke (Bordier, op. cit., p. 306, fig. 192). 
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replaces the angel with the figure of Christ. In this it resembles 
the Vienna codex and Stavroniketa 50, both of which, however, 
omit the devils. In Vat. 394, on the other hand, we find the 
demons again, and Christ is accompanied by the Virgin. Paris 
1069 displays yet another variation in the human soul at the 
top of the Ladder. In Vat. 1754, again, St. John stands at the 
foot of the Ladder, encouraging the monks to ascend. This 
motif is found in the Freer miniature, in Stavroniketa 50 (where 
the saint is accompanied by other figures) and in Vat. 394, but 
is lacking in the Vienna codex. In Paris 11 58 a group of monks 
stands at the foot of the Ladder, and St. John is depicted above 
them. Another feature of Vat. 1754 is the dragon, which appears 
in the Vienna codex, but is omitted in Vat 394. The unique 
detail of 1754 is the boy at the foot of the Ladder with the devil 
plucking at his robe. To complete our list of variants, we must 
note that the Vienna manuscript combines with the scene above 
described the simple drawing of the Ladder which occurs occa- 
sionally in codices devoid of other illustration, and that in Paris 
Coisl. 88, the Ladder rises from the top of St. John's monastery. 

As will b6 shown later, the Freer miniatures belong to the 
early half of the twelfth century. The Ladder miniature, more- 
over, represents the scene reduced to its lowest terms, and 
reflects a tendency manifested in Byzantine art during the twelfth 
century toward simplicity of composition. Paris 11 58 on the 
other hand already shows the realistic expansion of Byzantine icon- 
ography which is found in the fourteenth century Vienna minia- 
ture. But in general the most detailed treatments of the Ladder 
picture are found in the earliest and latest examples, and the 
simplest in the middle period. 

The model from which the miniaturists drew the general out- 
lines of the Ladder composition is not far to seek; indeed, it is 
indicated in the letter written to St. John by the abbot of Raithu, 
urging him to undertake the composition of the Klimax. " For 
if Jacob," says the worthy abbot, " while watching his flocks, saw 
so wonderful a sight upon the ladder, how much more should the 
shepherd of reasoning creatures unfold to all, not a mere dream, 
but a real, true, and undeviating ascent to God ! " And Jacob's 
ladder, with its ascending and descending angels, and the sleep- 
ing patriarch below, became, in fact, the model for the Ladder pic- 
tures of the Klimax. One of the earliest Jacob's Ladders in 



Digitized by 



Google 



KLIMAX MINIATURES 



19 



KC/MH4VAK 
JACOB VID 

insSk 



Byzantine art is a miniature in the well-known Ms. gr. 510 in the 
Bibliotheque Nationale, containing the Homilies of Gregory of 
Nazianzus, and dating in the ninth century. 1 Here we find the 
episode divided, Jacob sleeping on his rocky pillow at the left and 
further on at the right the angels mounting and descending the 
ladder. By the eleventh century the type which formed the im- 
mediate model of the Klimax ladder had been evolved, in the form 
in which we see it on the bronze 
doors of the cathedral of Monte 
Santangelo in South Italy (Fig. 
10). In this incised design we 
have only to substitute monks 
for the angels, and the standing 
figure of St. John for the sleep- 
ing Jacob, to produce the com- 
position of the Freer miniature. 
Another version of the Dream 
appearing in the Homilies of the 
Monk Jacobus, of the eleventh 
century (Vat. gr. 1162 and Bibl. 
Nat gr. 1 208), makes the angels 
four in number, and adds the 
figure of God or Christ at the 
top of the ladder. The arche- 
type of such compositions doubt- 
less formed the model for the 
compositions of the Klimax Lad- 
der found in Vat. 394 and 1754, 
Stavroniketa 50 and the Vienna 
codex. 

The Ladder of Jacob in- 
spired many another composition in mediaeval illumination, 2 but 
the Ladder scene of the Klimax manuscripts itself produced an 
interesting and numerous progeny, not only in Byzantine, but also 
in Western art. It could hardly be otherwise in view of the 
popularity of the work, but an additional factor of importance 
was the inclusion of extracts from the Klimax in the readings for 
the beginning of Lent in the Eastern Church. 8 

1 Omont, Fac-similis des miniatures des Afss. grecs de la Bibl. JVat., pi. XXXVII. 

2 See Tikkanen, Die Genesismosaiken in Venedig, Helsingfors, 1889, p. 122, note 3. 
8 Brockhaus, Die Kunst in den Athos-ktostern, p. 82. 




FIG. 10. Jacob's Vision. Incised Design 
on the Bronze Doors of the Cathe- 
dral of Monte Santangelo. 

The inscription reads : Scalam quam Jacob vidU in 
somnis, • the Ladder which Jacob saw in his dream.'. 
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The later Byzantine painting followed closely the liturgy in its 
choice of subjects, and we therefore find the Heavenly Ladder not 
infrequently represented in church frescoes. 1 It won a place also 
in the Painter's Manual of Mt. Athos, that curious compendium 
of rules for the painting of sacred subjects compiled by a certain 
Dionysius of Fourna and deriving from late Byzantine sources, 
though its date can hardly be earlier than the beginning of the 
eighteenth century. 2 Dionysius tells us how to paint " the Lad- 
der which saves the soul and leads to Heaven" as follows: 8 "A 
monastery, and outside its gates a throng of monks, young and 
old, with a large, high ladder in front of them reaching up to 
heaven. Upon it monks, some climbing, others beginning to as- 
cend. Above, winged angels aiding them. In the heavens is 
Christ, and before Him on the topmost rung of the Ladder is a 
single aged monk of priestly dignity, extending his hands and 
gazing at Him. The Lord with joy receives him with one hand, 
and with the other places a wreath of many-hued flowers upon his 
head, saying to him : * Come unto me, all ye that labor and are 
heavy-laden, and I will give you rest ' (Matt. xi. 28). And under- 
neath the Ladder are a number of winged demons, seizing the 
monks by their robes: they pull at some, but cannot make them 
fall; others they have succeeded in separating a little from the 
Ladder. Still others they have pulled considerably away (except 
that they still keep hold of the Ladder, some with one hand, 
others with two). Others they have pulled away entirely, carry- 
ing them off prone, and clasped about the waist. Beneath them 
is omnivorous Hades, like a great and terrible dragon, holding in 
his mouth a monk, who has fallen in head foremost, with only his 
feet appearing to view. The inscription (should read) : 

' Gazing at the Ladder which extends to Heaven 
Ponder well the steps of Virtue. 

FJeeing then with utmost quickness this precarious life 
Come to it and mount it with toil. 
With the choirs of angels as thy protection 

1 Mt. Athos, Narthex of church of Dochiariu monastery (Brockhaus, op. cit., p. 296) ; 
Trapeza church at Lavra (Brockhaus, p. 279). Millet gives no examples of it at Mistra 
(Monuments bysantins de Mistra, Paris, 19 10). 

2 Diehl, Manuel d'art byzantin, p. 774. 

8 Denys de Fourna, Manuel d^iconographie chritienne, ed. A. Papadopoulo-Kerameus 
(St. Petersburg, 1909), p. 211. 
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Mayst thread the snares of wicked demons, 

So that, arriving at the gates of Heaven, 

Thou shalt have a crown at the hands of the Lord/ " 

From this we see that Dionysius' notion of the picture was 
very much like that of the artist who illustrated Vat. 1754, save 
that the latter substitutes an angel for Christ, and puts in the fig- 
ures of St. John and the boy at the foot of the Ladder. The 
description given in the Manual thus represents the realistic de- 
velopment of late Byzantine iconography, and yet in its wealth of 
detail corresponds with the earliest forms of the Ladder picture. 
The Freer miniature and Paris 1069 show how far the type was sim- 
plified in the twelfth century, and a glance at the accompanying 
table will reveal the general features of its evolution (Fig. 1 1). The 



Motif 


XI Cent. 


XII Cent. 


XIV Cent. 


XV Cent. 


XVI & Later 


Dragon 


Vat. 1754 






Vienna 
207 


Triptych 
Manual 


Boy and Devil 


Vat. 1754 








Angel at Top of Lad- 
der ■ 


Vat. 1754 






Vienna 
207 




Christ at Top of Lad- 
der 




Paris 1 1 58 


Stavroniketa 
50 


Triptych 
Manual 


Christ and Virgin at 
Top of Ladder 


Vat. 394 










St. John beside the 
Ladder 


Vat. 1754 
Vat. 394 


Freer Min. 
Paris 1 1 58 








St. John and Monks 
at Foot of Ladder 






Stavroniketa 
50 




Triptych 


Monks at Foot of 
Ladder 




Paris 1 1 58 






Manual 


Monastery 




Freer Min. 






Triptych 
Manual 


" Human Soul " at Top 
of Ladder 




Paris 1069 








Ladder Rising from 
Top of Monastery 


Paris 
Coisl. 88 










Devils impeding 
Monks 


Vat. 1754 
Vat. 394 


Paris 1 1 58 




Vienna 
207 


Triptych 
Manual 


Contents Table com- 
bined with Ladder 











FIG. 11. Iconography of the Miniature of the Heavenly Ladder. 
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final form in which the subject was cast can be seen in Russian 
art, the ultimate phase of Byzantine, and is illustrated by two Rus- 
sian ikons in the Likhatcheff collection in St. Petersburg. One is 
here reproduced (Fig. 12). The other, dated about 1800, has a 
simpler composition. A male and female saint are mounting the 
Ladder, and the latter is received by the enthroned Christ and the 
archangels, but the throng of the elect that appears in the other 
ikon is absent in this. Two monks fall into the pit of Hell, which 
is represented in the usual form as the jaws of an immense monster. 
St. John's Heavenly Ladder was thus a popular type in Byzan- 
tine art and was used for other purposes than as an illustration of 
the Klimax. It appears in a Greek Psalter of the thirteenth cen- 
tury in the Vatican Library, 1 and in a very interesting tempera 
triptych in the Museo Cristiano of the Vatican (Fig. 13) which is 
here reproduced from D'Agincourt's drawing. 2 D'Agincourt 
dated the triptych in the thirteenth century, but Mufioz, the latest 
authority to comment on the monument, does not consider it 
earlier than the sixteenth. 3 The figure shows only the paintings 
of the back. The provenience of the piece is indicated by the in- 
scription which surmounts the curious landscape of the left wing : 
to ayiov fiopaoTTJpLOp to 2u>cuoi>; "the holy monastery of Sinai." 
The monastery is depicted in the midst of its mountainous sur- 
roundings, a caravan approaches in the foreground, and in the dis- 
tance are scenes representing the life and burial of a saintly an- 
chorite. The touch of local pride evinced by the inscription 
seems unmistakable, and it is altogether probable that the trip- 
tych was painted at Sinai itself. It is quite in order therefore 
that the Heavenly Ladder of St. John Scholasticus, himself a 
Sinaite, should be painted on the opposite wing, and there in fact 
we find it, in a form remarkably like that described by Dionysius 
in the Painter's Manual, and resembling to a lesser extent the 
representation of Vat. 1754. Four monks ascend the Ladder, of 
whom the topmost one is attired in vestments, reminding one of 
the "priestly dignity" recommended for this figure by the Man- 
ual. Christ, in half-figure, bends forward from the arc of heaven 
to receive him. Two monks have fallen, and are dragged down 
by naked winged demons, while a third is plunging headlong into 

1 Vat. gr. 1927, fol. 218 recto. Cf. Tikkanen, Acta Soc. Scient. Fenn. XIX, 1893, p. 8. 

2 Hist, de fArt, V, pi. xci, and II, pp. 91-92. 

* Vart byzantin a V Exposition de Grottaferrata, p. 43. 
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FIG. 12. The Heavenly Ladder. Ikon in the Likhatcheff Collection in 

St. Petersburg. 

Above, the Elect in Heaven, and Christ at the Heavenly Gates, accompanied by the Virgin, John 
the Baptist, and two angels. The Saviour receives a monk who has climbed the Ladder of thirty rungs. 
An angel offers crowns to the monk below him, and another angel brings a crown to a third monk. The 
latter is apparently exhausted by his conflict with the demon who flies away in disappointment to the right 
of the Ladder. Two monks are falling from the Ladder into the Pit of Hell. A demon stretches out his 
arms to receive them, and another chastises the Damned in the Pit To the left, the monastery of Mt. 
Sinai, in front of which St. John stands on a pulpit and preaches to his monks. 
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the jaws of the infernal dragon. Below at the right, beside a 
church, we see a group of three saints, of whom the foremost, 
doubtless our own St. John, points upward to the scene upon the 
Ladder. A monastery perches upon a rocky eminence in the 
middle distance, and on the horizon an angel admonishes Pacho- 
mius (the famous ascetic of Egypt): di Uax^fiue lv roxma r<5 crg^/tart 
7ra<ra <rdpg a-tadrja-erai; ' Pachomius, in this (monk's) garb will all 



^ J5WS&: 




J 






FIG. 13. Triptych in the Museo Cristiano of the Vatican. 

I, a, 3, 4. Figures showing the arrangement of the scenes on the triptych. 

5. Panorama of Mt Sinai, painting on the back of the right wing. 

6. Detail of the same. 

7. The Council of Nicaea, painting on the back of the left wing. 

8. The Heavenly Ladder, painting on the back of the central panel. 

9. Detail of the same. 

flesh be saved ! ' The scene is obviously inspired by the Klimax, 
and affords corroborative proof for that reason of the Sinaitic ori- 
gin of the triptych, since the subject cannot have been suggested 
by the other paintings. The central panel of the side of the trip- 
tych represented in our figure has for its subject the condemna- 
tion of Arius at the Council of Nicaea. The three panels of the 
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other side have the following scenes: in the central panel, Christ 
enthroned amid the heavenly choirs; on the wings, the Tree, of 
Jesse, and a similar composition representing Christ as the Vine 
and the twelve apostles as the Branches. It is difficult to see 
why the artist should have introduced into such a series the ir- 
relevant subjects of the panorama of Sinai and the Heavenly Lad- 
der of the Sinaite St John, unless he were himself a resident of 
the mountain. 

The influence of the Ladder was not confined to Sinai, nor to 
Byzantine art. It evidently inspired at least one western work, a 
miniature in the Hortus Deliciarum of Herrad von Landsperg. 
This work was composed in the latter half of the twelfth century 
by Herrad, abbess of the convent of Hohenburg in Alsace, as a 
kind of handbook for the education of the young girls committed 
to her care. The book was unfortunately destroyed by fire with 
the rest of Strassburg Library during the siege of 1870, and the 
illustrations now exist only in part and in copy. 1 The minia- 
tures were ultra-allegorical, and this character is shared by the 
one which interests us, a Moral Ladder plainly inspired by the 
Ladder miniature of a Klimax manuscript. 

This illustration represents a Ladder reaching from earth to 
sky, whence the Dextera Domini issues and extends the crown of 
life to those who succeed in mounting to the top. At the bottom 
the yawning jaws of a dragon threaten those who would ascend. 
Two demons shoot arrows at the climbers (cf. Vat. 1754, p. 9), but 
their shafts are parried by two angels (cf. the angels of the Manual, 
p. 20) armed with buckler and sword. At the second rung a soldier 
falls, tumbling upon the horses and armor that delighted him in 
life, while his companion, a woman of the world, likewise falls 
upon the cities and luxuries that she desired. At the fourth 
rung, a nun takes money from a priest and is dragged off to a 
sinful life. So the allegory proceeds, showing the damnation 
of various classes of society by the pleasures that bind them to 
life, until we reach the thirteenth and last rung, where we see a 
young woman advancing with bared head to receive the crown 
extended by the Hand of God. She is labelled " The Virtue of 
Charity " ( Virtus, id est Charitas), in which the artist again shows 
dependence on the Byzantine model, for it will be remembered that 

1 Herrade de Landsberg, Hortus Deliciarum, publti auxfrais de la Soc. pour la con" 
servation des won. hist. & Alsace, Strassburg, 1879- 1899, pi* LVI. 
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the topmost rung in St. John's Ladder was also the " Virtue of 
Charity" {aydwr)). The influence of the type may still be seen in 
Vecchietta's u Scala dei Bambini " in the Pellegrinaggio of Sta. 
Maria della Scala, Siena. 1 

The text on the page of the Freer miniature of the Heavenly 
Ladder is not a part of the Klimax but a colophon of six iambic 
trimeters reading: 

Tp(ia)KpvTapL0[ibf; 2 ov(pa) yoSpo/JLOs /cXtfiaf : 
in ov(pa)vov<; <f)€pov<ra tovs fiporovs fidcis : 
€i\r)<f)€ Ttpfia TpLdKovTOTTOvs /cXtfiaf : 
7/ he rpias <ra>£oi fie top KtKTr\p.4vov 

a> yXaxra'a koll Oavovcra ' iraa Seucvveis 
\6y(u)v) api(JTo>v tt)v SiScur/caXo <£pa<m> 

The verses compose a poem of rather uneven inspiration, which 
may be translated as follows : 

4 Thirty is the number of the Ladder leading to Heaven, 
A Stairway bearing mortals to the sky. 
The Ladder of thirty rungs has had its ending. 
May the Trinity preserve me, the owner (of the book).' 

Here the poem is judiciously interrupted in order to leave a 
space where the possessor of the volume might inscribe his name. 
A name was in fact once written here, but afterwards erased, no 
doubt by a later owner. A similar case may be seen in a Klimax 
codex of the tenth century in the Laurentiana at Florence. 3 The 
poem then concludes with the following verses : 

1 O tongue, though dead, thou still to all displayest 
The edifying speech of virtuous words.' 

Such versified colophons are by no means rare in Byzantine 
manuscripts. They usually take the form of eulogies of the 
book which the scribe has copied, or elaborate apologies to the 
reader for the blunders that he may have made. A number of them 
are collected in Omont's Facsimiles cies manuscrits grecs dates de 
la Bibliottieque Nationale du IX* au XIV e siecle. The Klimax 

1 Schubring, Die Plastik Sienas, p. 79. 

2 The N in Tpiajcovrapifyios has been re-traced. 

8 Bandini, Cat. cod. graec. Bibl. Laur. Ill, p. 411. 



Digitized by 



Google 



KLIMAX MINIATURES 27 

frequently inspired its copyists to such laudatory verses 1 and our 
scribe himself cannot be credited with the whole of his poem, for 
the first two verses are found in the colophon of a Klimax codex 
of the eleventh century in the Ambrosiana at Milan. 2 

Below the trimeters, in the left-hand lower corner of the page, 
is written the signature of the scribe : 77w>?/x,(a) 0€oktlot(ov) lepo- 
p(ovdx)ov ; ' the work of Theoctistus, the monk/ Further letters 
are vaguely visible to the right of the ladder near the figure of St. 
John and close to the lower edge of the leaf. 

Theoctistus is not an uncommon name, and it appears else- 
where in the signatures of the scribes of Greek manuscripts. It 
occurs for instance in a Menaeum, or monthly missal, for April, 
in the Imperial Library at Vienna, 3 accompanied by an invocation 

1 The following are fair examples of such colophons in Klimax manuscripts : Lauren- 
tiana (Bandini, op. cit. I, p. 266), XII century: 

KAi/za£ ava> <f>epovcra rows ivapirovs 
*E£ ^s *caTa> ttitttowjiv amoves flOVOl. 

Laurentiana (Bandini, op. cit. I, p. 481), XIV century : 

k\l[xo£ TT€<f)VKa rfjs avitiTamfi irvkrp. 
ravrrjv /JaoY<£o>v tov Ocov (TO<^U>9 €\ov 
07r<os &vax$rjs cis tov evickea Bofiov' 

Jerusalem, Patriarchal Library (Papadopoulos, 'ItpoaoXvfUTUcrj YkftXtoOyKr), III, no. 93, 
p. 154), XIII century: 

AvTrj kX.l[xo4 ir€<f>vK€v ovpavo&pofjios 

Kkifiai €<£' 17V \mpovcriv ol Otloi vocs, 
rjv <J>s X.CO01 rjyapav iv orcppois Aoyots. 

Jerusalem, Patriarchal Library (Papadopoulos, op. cit. II, no. 363, p. 479), early XI 
century : 

7TIOTIS TO, XpiyOTO, TWV KoXQiV TTaVTW <f>€p€l 

iXirU oc iroui KapTCpelv cv toi? 7rdvoi9 
r\ 8' av tcAcioi -rrpoa^vux: -q dydirrj. 

2 Martini and Bassi, op. cit., II, p. 616, no. 511. The editors have evidently misread 
the colophon, transcribing it thus : 

TpuLVTdptBfios ovv 6 opo/io? K\tpa£ ' cts ovv 
ov <f>€pov<ra tovs pporovs ySacrt? : — 

8 De Nessel, op. cit. Ill, p. 130, cod. 66 : 

(&€ov to 8copov, #cat OeoKTiarov 7rdv(os) 
KavravOa oo£a rrj <T€/3a<rTfj rptaoV. 

De Nessel offers the ingenious but hardly plausible suggestion that Theoctistus is the 
author of the book, and is to be identified with the companion of the celebrated abbot 
Euthymius of Palestine, who died in 472. He gives no date for the codex, but calls it 
" pervetustus." 
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of the Trinity like that of our trimeters. It is of course impos- 
sible to tell whether the Theoctistus of the Vienna manuscript is 
identical with the signer of the Freer colophon, but the identifica- 
tion is somewhat more likely in the case of a manuscript of the 
Dionysiu monastery on Mt. Athos, which is signed by " Theoc- 
tistus the sinner." 1 For this manuscript is dated in the year 
1 1 33, and the early part of the twelfth century is a period consist- 
ent with the hand of the Freer colophon, as evidenced by the 
square breathings and the character of the script. 

The same name appears in the signature of a Menaeum, dated 
1 127, in the Bibliotheque Nationale at Paris, 2 and here the 
copyist tells us that his book belonged to the library of the 
monastery of St. John the Baptist in Constantinople. This 
manuscript enables us to identify the writer of the Freer colophon, 
for when one compares the hands used in this with that of the 
titles of the Paris Menaeum, the resemblance is striking (Fig. 14). 3 
The same thickening of the cross-strokes of r, 8, and n is notice- 
able in both cases, and the only real difference is found in the 
form of £. The £, moreover, of the Paris Menaeum is simply the 
cursive form, instead of which in the Freer colophon the scribe 
has preferred the more formal shape. The decisive coincidence, 
however, is the c, which in both manuscripts sometimes takes the 
form £. The characteristic feature of the letter is the dot on the 
cross-stroke, which gives it a form that is fairly rare. Gardt- 
hausen's tables show the form six times, citing it from manuscripts 
of the tenth, twelfth, and fourteenth centuries. Three of his 
examples are obtained from two manuscripts of the early twelfth 
century, Paris n 16 (a. 11 24), and Paris 891, which dates in 
the year 1136. 4 A colophon in the latter shows that it, like 
the Menaeum of 1 127, was written in the monastery of St. John the 

1 8tk X €L P^* ro ^ afmproAov fdtoKTurrov. Lambros, Cat. I. p. 319, no. 3542.8. The 
manuscript is a Gospel lectionary. 

2 Ms. gr. 1570 (Regius 2498). Omont, op. cit. y p. 9, pi. xlv. The signature is found 
on fol. 214, verso: 

t *H j&'jSAo? avnj rip fiovrjs rov UpoSpofxov : t^s K€ifi€vrp iyyurra t^s 'Actiov : 
dpxcuKT) Sk rjj fxovrj ickrjots IIcTpcut 

®€<£ TO Su>pOV f KOL 7TOVOS 0COKTMJTOU. 

The colophon is given in full by Omont, consisting of the date, eleven trimeters depre- 
cating the copyist's blunders, and the signature given above. The Menaeum is for November. 
* The script to be compared is that of the title in the upper half of the text reproduced. 
4 Gardthausen, Griechische Palaeographie, pi. 8. 
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Baptist at Constantinople. 1 The existence of the peculiar form 
in two manuscripts from the same monastery shows that it was 
characteristic of the scriptorium of that cloister; its appearance 
again in the Freer colophon justifies us in concluding that the 
Theoctistus of the latter is the Theoctistus of the same monastery 
of St. John the Baptist at Constantinople who signed the Paris 






fr'S* 






^e< 



FIG. 14. Specimen Text from a Menaeum in the Bibliotheque Nationals, 

dated 1127. 

Menaeum of 1127, and was probably also the scribe of the Mt. 
Athos manuscript of 1 133. 

The Freer miniatures can accordingly be dated about n 30, 
and their place of origin identified as the monastery of St. John 
the Baptist in Constantinople. The style is quite consistent with 
such a date. It has little of the awkwardness of movement, the 
bold modelling, the sharp contrast of light and shade, and the 
conventional realism that characterize the later Byzantine painting. 
Neither has it quite the Hellenic dignity and freshness of the 
great works of the tenth and eleventh centuries. The sharp in- 
ward curve of the beard of St. John, the conventionality of the 

1 Omont, op. cit., p. 10. The manuscript contains the Catechetical Sermons of Theo- 
doras Studita. The scribe signs himself Arsenius. 
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beetle-like figures on the ladder, are evidence of decadence. But 
the relative fineness of execution, the beauty and taste of the 
color schemes, the dignity of conception, connect the miniatures 
on the other hand with the finer period of Byzantine illumination. 
There is also a distinctiveness of style about them which is rather 
hard to parallel, and may be the mark of a school. If the time 
ever comes when the students of Byzantine art shall feel enough 
assured of the outline of its general development to interest 
themselves in its provincial branches and monastic schools, these 
two miniatures of Mr. Freer's collection, as products of a definitely 
identified monastery in Constantinople, will afford a point of de- 
parture of first-rate importance. 
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II. EIGHT MINIATURES FROM A MANUSCRIPT 
OF THE GOSPELS 

i. The Manuscript containing the Miniatures 

Byzantine manuscripts of the Gospels may be divided into two 
classes. A codex of the first class bore the name EvayyeXiov, 
4 Evangelion,' and took the form of a missal, containing lections 
in the form and order in which they were read in the service. 
The second is the commoner type ; it contained the complete text 
of the four Gospels without" the rearrangement necessitated in the 
case of the Evangelion. Such books were called TerpacvayycXa, 
* Tetraevangela.' 1 The manuscript from which the Freer minia- 
tures come belonged to the second class, as may be seen from the 
normal order and unliturgical character of the chapters named in 
the topical indices (/cc<^aXcia) on the two initial pages that have 
been preserved (Plates IV and V), and also from the indication 
of the character of the text contained in the titles of these indices, 
as " The Holy Gospel According to St. John," which is the 
caption of the index to that gospel. Such indices were frequent 
in Tetraevangela. The tables of contents are here transcribed, 
accented as in the original, with the chapter numbers of the Gospel 
in parentheses. The headings of the index for Mark are arranged 
in columns like those of John for convenience of reference. 

At the Beginning of John (Plate V) : 

* . • tov Kara *lo}(awrjv) dyCov evayytkiov to. Kt<f>d\(tia). 

a 1 *re(pi) tov iv Kava ydfiov (il) i' ire(j}i) tov in ytvtrrjs TwfAov (dc) 

f} 1 irtfjA) twv ^#c/JAi/0€vt(<dv) iK tov icpov ia! irt{pl) tov Xa^dpov (xi) 

(n) t/3' 7rc(pi) T17S akcupdo-ry; tov ic(vpio)v p.vpm 
y' 7rc(pi) vucob^fxov (ni) (xil) 

8' i^rrfati mpl KaOapurpuov (ill) iy' *rc(pi) <5v dirty tovoa? (xil) 

c' ircpl r^s <ro/4ap€tTioos (rv) 48' ircpl tov ovov (xil) 

s' 7rept tov fiaaiXiKOv (rv) ic' itcQh) Ttav irpoackOovrfav) ^AAiyvwv 
£' ircpl tov krj irq <fx ovTO ( 9 ) *v T (v) ^°"^ c " ( x n) 

vela (v) is' ircpl tov viirTrjpos (xill) 

1/ irtQx.) twv c aprojv kcu twv /J' l\dvinv i£' ircpl tov irapaKk^rov (xiv) 

(vi) vq 7rc(pt) t(t})s cun/o'ccus tov Kvpiatcov o~a>- 
0' itc(jh) tov iv OaXdxTcrrj ircpnrdrov (vi) /x(a)To(s) (xix) 

1 Brockhaus, op. eit. p. 184. 
3i 
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At the Beginning of Mark (Plate IV) : 
tov Kara papKov dy(tbv) cvayycA(iov) ra fcc^d(Acta). 



a' Te(pt) tov &upovt£oucVov (i) 

ft *rc(pl) rrjs ircv&pas tov irirpov (i) 

y' '"'^(pO twv laBcvTitiv airo irouctXaiv vo- 

<r<ov (i) 
8' T*(fH) tov Acirpov (i) 
c' ircpl tov irapaAvrtfCOv (il) 
s' ircpt Acvl tov tcAwvov (il) 
{' irc(pt) tov £i;pav k\ovros \tipa (m) 
1/ ircpl t^s Twy dirooToA(a>v) cxAoyiJs (ni) 
0' irtpl tov cnropov Trapafiokrj (iv) 
i! ircpl Trjs cn-mui/octo? twv v&itw (iv) 
ia' tt€/ji tov Acycwvo? (v) 
i/J r 7T€(pi) TJfc 0vyarpo(s) tov ap;(io~vmyu>- 

yov (V) 
iy' ircpl t^s alfLoppoowrrp (v) 
t8' ircpt tt/s twv dwrooTOAaiv Scarayi}? (vi) 
tc' ircpl Imawov kou rjpto&ov (vi) 
is' ircpl rtov c' dpTiov teal twv fi! l^fOwav (vi) 
i£' ircpl tov iv OaXdcrcrrj irtpt.Tra.Tov (vi) 
11/ ircpl tJJs irapa/frurca>9 t% cWoAi}? tov 

d(€o)i) (vil) 
10' ircpl tt}s tfyotvLKio-arp; (vn) 
*c' *r«(pl) tov uoyyiAdAov (vil) 
#ca' 7TCOt twv {' dpT<ov (vni) 
k/3' irepi t^s {vfn;s twv ^apuraiW (vill) 
#cy' ir€pt tov tv<£Aov (vm) 
#c8' ircpl Trjs iv /caurapcta iircpwrrjac^ais) 

0™) 
icc r ir€pt tt}s /Acrauop^aKrco>9 tov 1(170-0)1) 
(DC) 

The portion of the manuscript in Mr. Freer's possession con- 
sists of five parchmen t leaves which show much hard usage, 
particularly at the upper outer corner, where the missing parch- 
ment has been replaced with paper, while the inner edge shows in 
the case of nearly all the leaves that they were torn and not cut 
from the original binding. The following list shows the dimen- 
sions of the leaves, and the distribution of the miniatures : 

Fol. I. 26.9 x 19. 1 cm. 

Recto, Portrait of St. Mark, 18.4 x 14.3 cm. (Plate III). 
Verso, Index of selections from the Gospel of Mark (Plate IV). 

Fol. II. 27 x 19.4 cm. 

Recto, Descent from the Cross, 14.3 x 21.1 cm. (Plate VI). 
Verso, Portrait of St. John, 13 x 11.7 cm. (Plate V). 



ks' t€(/h) tov at\rjvia£opcvov (rx) 

k(' ircpl t&v o\a\oyi£ofiev<t)V tis /*ct£ci>v (ix) 

Ki/ Tc(pi) tq)v iTrcpurrrja'dvTUiv ^apurai(u>v) 

(x) 

K$ f ire(pl) tov cVcpa>nJaavTo(s) trXovciov 

tov i(ipov)v (x) 
A r ir*(pi) twv viwv {c/teoaiov (x) 
Xa' ircpl tov /fapnuatov (x). 
\ff ircpl tov Trtakov (xi) 
Ay' irc(pl) ttjs £qpav$currft avicfjs (xi) 
A8' ircpl ap.vrjo'iKaKULS (xi) 
Ac' irc(pi) twv iircpuyrrjo-avTotv tov x(vpio)v 

dp^icpcW kill irpco ftvrtpojv (xi) 
As' *rcG>i) T °v aftTTcAwvos (xii) 
Xi' irepl t^s cVcpconJo-cais tov Krjvaov (xii) 
Ai/ irepi twv <TaSSovKai(t)v (xii) 
XO' ircpl tov ypapuarc<o? (xii) 
p! ircpl tt}s tov ic(vpto)v cVcparrtyo-Cio? 

(xii)_ 
pa' vcpl t^s Ta ovo Acirra X7pas (xii) 
/i)9' ircpl t^s OT^rcAcais (xii) 
py' ircpl t^5 T7ft€pa? xai ajpas (xill) 
p,8' ircpl r^s dAct^oun^ tov ic(vpto)v uvpa> 

w 

fie' ircpl tov ircwrxa (xiv) 
fis' ircpl t^s irapaooo-cco? irpo<f>rjTeia (xiv) 
f*{' apurfai^ irerpov (xrv) 
p-i;' ircpl t^s arnyo-ccDS tov KvpuiKOV atapa- 
tos tov #c(vpib)v (xv) 
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GOSPEL MINIATURES 33 

Fol. III. 26.1 x 17. 1 cm. 

Recto, Descent into Hell, 20.4 x 14.3 cm. (Plate VII). 
Verso, Doubting of Thomas, 20.4 x 14 cm. (Plate VIII). 

Fol. IV. 26.1 x 17.5 cm. 

Recto, Christ and the Holy Women, 20.1 x 14.3 cm. (Plate IX). 
Verso, Madonna and Saints, 17.1 x 15.6 cm. (Plate X). 

Fol. V. 26.1 x 16.5 cm. 

Recto, Two Saints, 15.6 x 13.5 cm. 
Verso, no miniature. 

Folio I has a row of holes in its outer edge, which indicates a 
rebinding. It is the best preserved of the leaves and gives an 
idea of the original dimensions of the codex, which must have 
measured about 27 x 19 cm. A red border surrounds the minia- 
tures in every case, and all but one, the portrait of St John, fill 
the page. The large size of the miniatures, and the fact that 
the infrequent scenes of Christ and the Holy Women and the 
Doubting of Thomas are included in the surviving group, betoken 
a manuscript of unusual richness of illustration ; it is probably 
safe to conjecture that the original codex contained from twenty to 
forty miniatures. 

The position of the eight remaining miniatures in the original 
manuscript may be determined with reasonable certainty. Fol. I 
recto is clearly the initial miniature of Mark; it bears on its verso 
the list of chapters of his Gospel. Fol. II recto, the Descent from 
the Cross, is the last miniature in Luke, since the verso contains 
the portrait of St. John with the index to his Gospel and thus 
constituted an initial page. The next miniature after this was 
certainly the Descent into Hell, fol. Ill recto, that being, as we 
shall see later, the distinctive illustration of the fourth Gospel and 
regularly leading its group of miniatures. The verso of this leaf 
contains the Doubting of Thomas, a characteristically Johannine 
incident and indeed recorded only by the fourth Gospel. But it 
will also be noted that the damage to the upper outer corner of 
the leaves is progressively greater as we proceed toward the end 
of the book. Thus the leaf containing the initial miniature of 
Mark, fol. I, which was situated well toward the front of the codex, 
has suffered comparatively little. The initial miniature of John, 
on the other hand, has lost considerably more of the corner. 
Fol. Ill has lost a great deal more, which indicates that a con- 
siderable number of leaves intervened between it and fol. II. A 
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34 EAST CHRISTIAN PAINTINGS 

proportionate increase in the damage done to the corner is seen in 
fol. IV, and the half -demolished state of fol. V suggests a position 
near the end of the book. 

ii. Portraits of Mark and John 

The initial miniature of Mark (fol. I recto ; Plate III) depicts 
the Evangelist, clad in blue tunic and violet pallium, seated on a 
chair set before a rectangular house with gilded roof and gray-blue 
fa9ade. Traces of color remaining on his beard show that his 
hair was dark. His feet rest on a golden footstool. Before him 
stands his writing table, on which is set a lectern, and the Evange- 
list, with an indeterminate gesture of his right hand, places a 
written page upon, or withdraws it from, the lectern. On his 
knees rests the open book of his Gospel, inscribed with the 
partially obliterated text of the initial phrase : (a.pxv TO *>) evayye- 
\i(ov Ir/cov xpiorov) viov tov 0€ov. Remnants of letters are also to 
be seen on the leaf which Mark holds in his right hand. In the 
field of the upper part of the page we can make out portions of an 
inscription which contained the name MAPKOC. The facsimile 
reproduction (Plate III) obviates the necessity of a detailed descrip- 
tion of the colors employed. The background, which is almost 
gone, was originally in gold, save for the green strip representing 
the ground which fills the bottom of the picture. The type is 
simply a variation of the Byzantine author type whose origin was 
discussed above (p. 16), the chief difference being the unusual 
gesture of the Evangelist's right arm and hand. There remains 
but one detail of the iconography to be considered, and this 
is of first-rate importance. 

I refer to the bird which perches on one leg on the upper 
right-hand corner of the lectern and with the other leg supports an 
open book. Two possible interpretations present themselves to a 
preliminary view. The bird may be a dove representing the Holy 
Spirit, the divine inspiration of the writer, or may be the indi- 
vidual symbol of the Evangelist himself. One or the other of 
these explanations is applicable in like fashion to the similar motif 
in the miniature representing St. John (Plate V). Here we see 
the Evangelist seated in much the same surroundings as Mark. 
The background, originally gold, contains a fragmentary inscrip- 
tion in red. The writing desk, lectern and footstool are in gold 
with black lines. The ground-strip is gray-blue, which seems 
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34 K\,' r MfrUSTIAN PAINTINGS 

proportionate in. a t ■•» a* ta - daman ' done to the corner is seen in 
fol. IV, and tin* h.. ' •■ ■ . -hod sfcaL of foi. V suggests a, position 

near the end of tie n= ••,■;_. 

ii. P ^ . : ■ -r M v«h \\i> John 

Tie initial mini. one- a" \h r '-- Joi. I rar/<a; P!aU- III) clcpi- •- 
the Pvangeh^t, < lad ;-e i : ■ [ • d" ,^. d Moict paiha n, seated <■:. a 
chair set before a '* - ' -a * . : h a >• a ah gilded ro"t and graven 
farnde. 'I raee^ (•'•>'.' ■ a..- a - : g .m his bea' I show lint 'a 
hair was dark. If - ' ** >r o~ ;.>!den fooNt.u * Before ! a 

stan a ^ <;;*> writing t. ' e' < a i- .-aa a lectetn, ana da: K* .0'- ■ 

li^t, w'h an ind: '■•• . -' a,- Vre of his rteh' njnd, ;,ia- e^ 
wnVen page upo:i : ' ' e ; : vv *. e from. the 1*. ". rn. On i 
kneer» rots the -; « • ' »..'k -i !.»•* GospA inst < e d v. iVn * < 
partially obliterate-. !. .a. ot de a d -a! phrase; !a/-.y r.^; o'ae • 
\t(ov Irjcrov \pnrroi i.l>)v rw d:-d< Memnants of !ao - .ir'ai''-' * 
be seen on the 'eaf \\\m I* ao . . heads in his rigb.. I t >d Ir a 
field of the upper pan ^ the 
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tion of the colors employe i 
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to have been also the « ! >> 
figure of John, however, i.-.ts. 
hind him is a rectangui.u ;<i 
the picture a square tnw : i» 
Evangelist is depicted ir ii« 
book in which he writes i ii' 
book lies upon the lector., v 
of which still survive. I -t' 
replaced by a human ha!f-r-/u r 
Bird in one case and Mi.i,; a 
the other must be sul>;«...t i-. 
the same relative explanation. 

The inspiration motif • n ' 
uncommon in portraits of the 
Evangelists. It occurs a- • a: \- 
as the sixth century, to whu •' 
period belongs the mir.iiti::»* 
from the Rossano Gospel, heu- 
reproduced (Fig. 15). Th< fe- 
male figure with the •r.'.bu-. 
dictating to Mark, ha> l>e< a 
variously interpreted as Mary 
or Divine Wisdom, or li .• 
Church. 1 In any case, it is the 
Christian translation of a mot.f 
like the Spirit of Discovery 
(evpeo-Ls) which stands in froat 
of Dioscurides in the Vienna " '' " ! V.v^v',;'" 
manuscript of that author (m-- 
p. 16) and may be taken as a . ; . /.ine 

female personification of this s<:m 1.. .;•<•.••. • > 1 
Matthew in a Serb-slavonic psilter .at lia *i :,• 
the Chilandari monastery on Mt. .At!u;s.' ! - \ 
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attached to the female half -fig'i^e ^ hich seom> *■ 
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to have been also the color of the Evangelist's pallium. The 
figure of John, however, has lost practically all of its color. Be- 
hind him is a rectangular building in violet, and to the right of 
the picture a square tower in violet, gray-blue and green. The 
Evangelist is depicted in the act of writing his gospel, and the 
book in which he writes retains traces of letters in red. An open 
book lies upon the lectern, inscribed with letters in red, portions 
of which still survive. Lastly, the bird on Mark's lectern is here 
replaced by a human half-figure, holding again a half-opened book. 
Bird in one case and man in 
the other must be subject to 
the same relative explanation. 

The inspiration motif is not 
uncommon in portraits of the 
Evangelists. It occurs as early 
as the sixth century, to which 
period belongs the miniature 
from the Rossano Gospel, here 
reproduced (Fig. 15). The fe- 
male figure with the nimbus, 
dictating to Mark, has been 
variously interpreted as Mary, 
or Divine Wisdom, or the 
Church. 1 In any case, it is the 
Christian translation of a motif 
like the Spirit of Discovery 
(cupco-t?) which stands in front 
of Dioscurides in the Vienna 
manuscript of that author {see 
p. 16) and may be taken as a type of divine inspiration. A 
female personification of this sort reappears as the inspiration of 
Matthew in a Serb-slavonic psalter of the thirteenth century in 
the Chilandari monastery on Mt. Athos. 2 This figure is labelled 
" Premoudrost," or " Wisdom," and a similar significance is to be 
attached to the female half-figure which seems to dictate to John 
in a thirteenth century relief on the basilica of St. Mark's at 
Venice 8 (Fig. 16). The South Italian manuscript from which 

1 Gebhardt and Harnack, Codex Pur pur eus Rossanensis, Leipzig, 1880, p. xlvi. 

2 Brockhaus, op. cit. p. 235. pi. 28. 

8 H. von der Gabelentz, Mittelalterliche Plastik in Venedig, p. 141. 




FIG. 15. St. Mark Writing his Gospel. 
Miniature of the Codex Rossanensis. 

A female personification (Divine Wisdom?) dic- 
tates to the Evangelist. 
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the famous Durham Book (circ. 700) was copied must have 
further defined the motif by introducing the Logos as the inspir- 
ing familiar of the Evangelist, for on the initial page of Matthew 
in the Durham Book (Fig. 17) we see a nimbed and bearded head 
peeping out from behind a curtain, which cannot be interpreted in 
any other way. The winged angel which is the personal symbol 
of the Evangelist himself appears above his head with the label : 
Imago hominis} 

The post-iconoclastic period made little use of such elaborate 
motifs in the portraits of evangelists, and the usual method of ren- 




FIG. 16. Christ, St. John, and St. Matthew. Reliefs on St. Mark's at Venice. 

dering the notion of divine inspiration was the introduction of the 
Dextera Domini issuing from the heavens above the writers head, 
as in the portrait of St. John Climacus (Plate I). 2 But other 
devices are found, as for example the dove which whispers in the 
ear of Mark in a Gospel of the twelfth century in the Bibliotheque 
Nationale at Paris, 8 and the winged genii at the ears of Mark and 
Luke in a Latin manuscript of the same library, with Byzantine 

1 The motif is repeated in an Anglo-Saxon Gospel of the eleventh century at Copenhagen 
(West wood, The Miniatures and Ornaments of Anglo-Saxon and Irish Manuscripts, pi. 41 ). 

2 This motif is found in the following: Ms. in Claudin Sale 1877 (Bordier, op. cit. p. 
306, XII cent.) ; Vat. Urb. gr. 2, an. 1 143 (D'Agincourt, op. cit. V. pi. lix) ; Paris, Bibl. 
Nat. gr. Suppl. 242, an. 1650 (Bordier, op. cit. p. 295). In Slavic manuscripts the Hand is 
often replaced by rays, particularly in the case of John (Likhatcheff, Matiriqux pour T hist, 
de riconographie russe, pi. 375, Ms. of the year 1531). 

• Bibl. Nat. gr. 51 (Bordier, op. cit. p. 181). Cf. the same motif in a manuscript in the 
Ambrosian Library at Milan (D. 67, suppl. Reproduced in Mufloz, VArt byzaniin d r Ex- 
Position de Grottaferrata, fig. 63). 
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miniatures, also of the twelfth century. 1 In a late Byzantine man- 
uscript (an. 1650) in the Bibliotheque Nationale, 2 the inspiration 
type and the Evangelist's symbol seem to have become confused, 
for there we find St. John dictating to Prochorus, but listening 
at the same time, with hand to ear, to the eagle which soars 
above him ; and the angel of St. Matthew appears behind the Evan- 
gelist and seems to dictate to him in the same way. All these 
devices are employed in Slavic manuscripts of the modern period. 8 
It will have been observed, 
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however, that in all of these 
"inspiration types," the relation 
of the writer to the angel or dove 
or personification is an intimate 
one. This was expressed in the 
later Byzantine painting, the 
epoch in which our miniatures 
belong, in the rather obvious 
fashion of depicting the medium 
of inspiration behind the evan- 
gelist and whispering in his ear. 
Our bird and "angel," on the 
other hand, however much they 
may give the impression of dic- 
tation by the open book which 
each is holding, are nevertheless 
in no such close communication 
with the holy scribes. Neither Evangelist looks as if he were listen- 
ing to the Divine Voice. The relative position of the bird and 
the human figure does not differ much in fact from that given to 
the symbols of the Evangelists in a Lombard relief decorating a 
sarcophagus in S. Zeno at Verona (XI-XII century; Fig. 18). 4 
May not they, the bird and angel of our miniatures, be then 
symbols of the two Evangelists? Two objections to this view im- 
mediately arise : the familiar symbol of Mark is not the eagle 
(supposing that our bird may so be interpreted), but the lion, while 

1 Bibl. Nat. lat. 276 (Bordier, op. cit. p. 302). * Suppl. 242 (Bordier, op. cit. p. 294). 

8 Likhatcheff, op. cit. plates 144, 145, 245. 

4 A rendering of the symbols above the lecterns which is practically identical with that 
of the Freer miniatures is found in the portraits of Matthew and Mark on some Rhenish- 
Byzantine ivory plaques in the Louvre, assigned to the tenth or eleventh century. 



FIG. 17. St. Matthew writing his Gos- 
pel. Miniature of the Durham Book. 
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that of John is not the man, but the eagle ; and second, the sym- 
bols of the Evangelists are rare in Byzantine manuscripts and are 
commonly supposed to occur only at an epoch much later than 
that to which our miniatures must be assigned. 

The four beasts of Ezekiel and Revelation were given the 
significance of the four Evangelists as early as the second cen- 
tury, 1 and the identification of the types which ultimately became 
current in the West was that laid down by Jerome, according to 
which the beast " with a face as a man " was Matthew, the one 
"like a lion " was Mark, the one "like a calf" was Luke, and the 
fourth beast " like a flying eagle " was John. But the Fathers did 




FIG. 18. The Crucifixion and the Four Evangelists. Relief of a Sarcophagus 

in S. Zeno, Verona. 

Above the cross are half-figures of angels. The symbols of the Evangelists are depicted as if resting 
on small ledges above the lecterns. 

not all agree with Jerome. Irenaeus, for example, associates the 
lion with John, the man with Matthew, the calf with Luke, and the 
eagle with Mark; Athanasius gives no symbol to Matthew, but 
assigns the calf to Mark, the lion'to Luke, and the eagle to John; 
Augustine refers the lion to Matthew, the man to Mark, the calf 
to Luke, and the eagle to John. 

The earliest example of the use of the four beasts in art is 
found in the apsidal mosaic of the church of S. Pudenziana at 
Rome, which dates near the end of the fourth century ; from that 
time on they are frequent enough. But their first appearance to- 
gether with the Evangelists themselves, where each beast is de- 
picted as the individual sign of each Evangelist, was in the mosaic 

1 Ezekiel, i, 4 ff. Rev. iv, 6 ff. Cf. Kraus, Realencyklopddie der christl, AltertMmer* 
I, p. 456. and Trench, Sacred Latin Poetry, p. 62, note 12. 
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ceiling of the chapel of St. Join. i>v 
tister\\ an addition due to Pope I!;* 
is now destroyed,' a::d the eariu" t « 
dividual distribution of the symbol- i- 
of the choir of S. Vitale at Ra\or\ : ^ 
as in the lost mosaic, the 1>. n^ a i - - 
of Jerome. This rule becan ^ ihc e^ — 
arti-ts of the Middle .Ago,, c!kHy 
Gregory the Great, who ailoptni j»- ,i,: 
Hast, however, the artists content* i o 
depicting the four symbols, often c. 
figure known as the Tetrainorpho; .■: 
period, associating them seve r a'rv 'oi. n 
It came to be generally beii ,M '''" ' 
are never associated with the Fvut J; 
very late times; and this view is r< " 
on illuminated manuscripts, by J. A. M 
symbols in this connection u a:v j : : 
tine manuscripts, pointing out ih.u > 'o; •' f 
of the British Museum is in a rn,o- t .-m-- ;■: t,! 
Vatican manuscripts are said to o-n! on o* <w ■;< 
use. There are cases, however, <•? rlivi o< < ■ "■ 
the fourteenth century, and two very ino ^,-M'r ^ . 
Athos are cited by Brockhaus.'' The h. t. i> a T : 
the Vatopedi monastery (no. 713), which, \\1 *S< ; ._ 
to Matthew, assigns the eagle to Mark, the od* :■■ 
lion to John, thus following the interpretation •>.' , 
symbols are painted on separate pages, but u-l, 
to the Evangelists, whose portraits appear on t' ' 
or, in the case of Mark, on the next page then , 
eagle is given as the symbol of the Evangelist 
certified as his type by the book which it car:;- 
inscription: 6 a(yios) Map/cos. The other nvo • 
Dochiariu monastery (no. 52), has lost the po'. 
the Evangelists, but still retains the image of M, 

1 Ciampini s copy of the mosaic is reproduced in Ganucci. *S7 »/.* 
IV, pi. 239. 

2 J. A. Herbert, lUuttuntiicd Mannsu ipts. 2<\ < d., Loi.Jon, u>j? 
» Op. at. p. 224 fl. 

4 The same distribution is u>cd on the Russian doors rep.»<dun. .: t 
pi. 145), and the man is added lor Matthew. 
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ceiling of the chapel of St. John Baptist in the Late ran Bap- 
tistery, an addition due to Pope Hilary (461-468). This mosaic 
is now destroyed, 1 and the earliest existing example of the in- 
dividual distribution of the symbols is furnished by the mosaics 
of the choir of S. Vitale at Ravenna of the sixth century, where, 
as in the lost mosaic, the beasts are assigned after the manner 
of Jerome. This rule became the customary one for the Western 
artists of the Middle Ages, chiefly through the influence of 
Gregory the Great, who adopted Jerome's interpretation; in the 
East, however, the artists contented themselves with occasionally 
depicting the four symbols, often combining them in a single 
figure known as the Tetramorphon, but never, during the great 
period, associating them severally with the Evangelists. 

It came to be generally believed, therefore, that the symbols 
are never associated with the Evangelists in Byzantine Art until 
very late times ; and this view is reflected in the latest handbook 
on illuminated manuscripts, by J. A. Herbert, 2 who says that the 
symbols in this connection "are practically unknown" in Byzan- 
tine manuscripts, pointing out that their first appearance in those 
of the British Museum is in a manuscript of 1326, while the 
Vatican manuscripts are said to contain no example at all of their 
use. There are cases, however, of their occurrence earlier than 
the fourteenth century, and two very interesting examples on Mt. 
Athos are cited by Brockhaus. 3 The first is a Tetraevangelon in 
the Vatopedi monastery (no. 713), which, while it gives no symbol 
to Matthew, assigns the eagle to Mark, the calf to Luke, and the 
lion to John, thus following the interpretation of Irenaeus. 4 The 
symbols are painted on separate pages, but with obvious relation 
to the Evangelists, whose portraits appear on the following pages, 
or, in the case of Mark, on the next page thereafter. Here the 
eagle is given as the symbol of the Evangelist, and is further 
certified as his type by the book which it carries, and by the 
inscription : 6 0(7105) Ma/weos. The other manuscript, in the 
Dochiariu monastery (no. 52), has lost the portraits of two of 
the Evangelists, but still retains the image of Matthew, with an 

1 Ciampini's copy of the mosaic is reproduced in Garrucci, Storia delV Arte cristiana, 
IV, pi. 239. 

2 J. A. Herbert, Illuminated Manuscripts, 2d ed., London, 1912, p. 62. 
» Op. at. p. 224 ff. 

4 The same distribution is used on the Russian doors reproduced in Likhatcheff (op. cit. 
pi. 145), and the man is added for Matthew. 
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indeterminate bird (" probably an eagle," says Brockhaus) painted 
on the opposite page, and of Luke, opposite whom appears the 
calf. Both of the symbols are nimbed and carry golden books. 
The bird is inscribed with the puzzling word 2ITO, while BOC 
is written beside the figure of the calf. The first of these manu- 
scripts is included among the undated manuscripts of the eleventh 
and twelfth centuries by Brockhaus, and the second is dated 
definitely in the twelfth century by Lambros. 1 

From this it is apparent that in the twelfth century the Byzan- 
tine miniaturists not only used the symbols on occasion but dis- 
tributed them differently than in the West, and without a fixed 
association of symbol with Evangelist, save perhaps in the case 
of the calf and Luke. The eagle in the Vatopedi manuscript 
stands for Mark, while in the gospels of Dochiariu it represents 
Matthew. In the light of this evidence, and the fact that, ex- 
plained as " inspiration types," our symbols would be inconsistent 
with the usual treatment of such types in Byzantine art, I feel 
assured that the artist intended his bird and man as symbols 
of Mark and John. The bird is certainly not a successful attempt 
at an eagle, but we cannot expect too much in Byzantine animal 
painting at this period, and it is hardly more convincing as a 
dove. It will be remembered moreover that the eagle of the 
Dochiariu manuscript seems to have impressed Brockhaus as an 
unconvincing bird, and we have the use of the eagle as Mark's 
symbol in the gospels of Vatopedi as a parallel to the Freer 
miniature. The latter and its fellow must therefore be accepted 
as examples of a very rare motif in Byzantine art. 

Are we to ascribe the late appearance of the Evangelist 
symbols in Byzantine painting to Western influence ? The main 
consideration to be urged for this would be the fact that they are 
typical of Western art, while there is no tradition in Byzantine 
to account for them. The Latin label BOC, bos, for the calf of 
Luke in the gospel of Dochiariu points in the same direction. 
But on the other hand, if we were dealing with a borrowed type, 
we should expect the symbols to be distributed as they are in the 
West, whereas they are used in a very unsettled manner, and not 
as a rule with the Western distribution. It is hardly possible 
therefore to cite the use of the symbols as evidence of the prob- 
lematic Western strain in late Byzantine art. 

1 Cat. I, p. 238, no. 2726.52. 
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iii. The Descent from the Cross — Plate VI 

The recto of the leaf which contains on its verso the portrait 
of St. John is decorated with a miniature representing the De- 
scent from the Cross, the final illustration of Luke. The colors are 
indicated by the facsimile. The upper transverse piece of the 
Cross represents the titulus which Pilate placed above the head 
of the Crucified : lesus Nazarenus Rex ludaeorum. Christ's feet 
rest as usual upon the suppedaneum. Joseph of Arimathea, 
standing on a stool, clasps the dead body of the Lord. To the 
left we see Mary Magdalen and the Virgin, who stands like a 
statue on a pedestal, and presses the hand of her dead Son to 
her cheek. Nicodemus climbs a step-ladder and removes the 
nail from Christ's left hand, while the Beloved Disciple below 
bends above the suppedaneum to wipe the blood from the feet 
of his Master. 1 

The scene is not an early one in Christian art, and first 
appears, so far as I know, in the famous Homilies of Gregory 
of Nazianzus of the ninth century, which is preserved in the 
Bibliotheque Nationale at Paris (Fig. 19, i). 2 The compo- 
sition is that of the Freer miniature in a primitive stage of its 
evolution. Nicodemus 8 has no ladder, and is placed on the 
left side of the cross, while John stands with the Virgin to the 
right, in place of the Magdalen. Further on to the right appears 
the following scene, Joseph and Nicodemus carrying off the body 
for burial. "The next stage of development is to be seen in a 
Gospel of the same library, 4 wherein Nicodemus stands on 
a ladder, and Joseph of Arimathea on a stool ; St. John takes his 
position to the right of the cross, while the Virgin to the left is 

1 The background and nimbus of the Christ were originally gold, with a green ground- 
strip at the bottom of the picture. The Marys wore violet mantles over undergarments 
which seem to have been blue. Joseph of Arimathea wears a brownish pink pallium, and 
Nicodemus' tunic is violet. The cross is striped with brown and black. The colors of 
John's garments and of the loin-cloth of Christ are indeterminate. 

1 Ms. gr. 510, fol. 30, verso, Omont, Fac-simiUs des Miniatures des Mss. grecs de la 
Bid/. Nat. y pi. XXI. 

8 1 have used the name Nicodemus for convenience. It is scarcely likely, however, 
that the earlier artists who dressed the man removing the nails in a simple tunic meant to 
represent the patrician Nicodemus, and probably we are to suppose him present only when 
the pallium is added to his costume, as in the examples of the thirteenth century. 

4 Ms. gr. 74, Omont, Evangile avec peintures by zan tines du XI' silcle, pi. 52. This 
manuscript contains also a second rendering of the scene which is a primitive form of the 
later type described on p. 44. 
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accompanied by the Magdalen and the other Mary (Fig. 19, 2). 
The carrying of the body follows as before to the right. 

In the incised design of one of the panels of the bronze doors 
of St. Paul's at Rome (late eleventh century, Fig. 19, 3), the com- 
position has finally arrived at a form closely resembling that of 
the Freer miniature, though the sides are again reversed. Here 
we have angels introduced above the cross, a motif derived from 
the Crucifixion. Joseph of Arimathea appears behind the body 
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FIG. 19. Examples of the Descent from the Cross, showing the Evo- 
lution of its Iconography from the Ninth to the Twelfth Century. 

of the Lord, but again stands upon a footstool or pedestal, and 
two other motifs of the Freer Descent from the Cross are present, 
the gesture of Mary as she presses the hand of her Son to her 
cheek, and that of John who bends to wipe the blood from the 
feet of Christ. In the early twelfth century we find the scene 
represented in the Melissenda Psalter of the British Museum 
(Fig. 20), where the composition is simplified, and John replaces 
the Magdalen at the Virgin's side. Next after this must be 
placed the Freer miniature, which combines the compositions of 
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the Psalter and the doors of St. Paul's, except that Nicodemus 
wears a sleeved tunic instead of the exomis of the Psalter, while 
Mary stands upon a pedestal, and is accompanied by the Magdalen. 
The Freer scene is typical of the Byzantine decadence in its 
contradictions — the circumstantial details and the spirited move- 
ment of Nicodemus contrasting with the mannered attitude of 




m^^^^^WM3i^^ 



FIG. 20. The Descent from the Cross. Miniature of 

THE MELISSENDA PSALTER IN THE BRITISH MUSEUM. 

Mary and the artificial effect of the pedestal on which she stands. 
The feature which clearly puts the Freer miniature later than the 
Psalter is the omission of the angels, which seldom appear in the 
later versions; thus they are omitted in a gospel of the Iviron 
monastery on Mt. Athos 1 which Brockhaus dates " ungefahr 

1 Iviron 5 (Brockhaus, op. cit. p. 217 ff.). Cf. the similar composition on the doors of 
the cathedrals of Trani and Ravello in South Italy (Schulz, Denkmaler der Kunst in Unter- 
italicn, pi. xxv). These doors date in the latter half of the twelfth century-. The transi- 
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aus dem 12. Jahrhundert." Here also two more distinctive 
features of the later composition are met with — the arms of Christ 
are both detached from the cross, and Nicodemus applies his 
pincers to the nails in the feet. Joseph clasps the body of Christ 
as before, but, with a curious effort at realism, his body is pro- 
tected from the flowing blood by a towel worn over the shoulder. 




FIG. 21. The Descent from the Cross, from Duccio's Altar-piece. 

The Virgin is depicted as before, pressing Christ's hand to her 
cheek, but is now accompanied not only by the Magdalen but 
also by the other Mary. To the right stands St. John, who has 
given up his former position to Nicodemus. Lastly, below the 
cross, appears a white mass which is probably meant to represent 
Adam's skull, with symbolic reference to the name of Golgotha. 

tional nature of the theme as here treated is shown by the presence of the angels, though 
the body of Christ is detached from the cross. On a steatite carving in the Museo Cris- 
tiano of the Vatican (Mufioz, op. cit. fig. 86) the body is detached, stars. replace the angels, 
Joseph of Arimathea, standing behind Christ, clasps His body, and Nicodemus removes 
the nails from the feet. Such a rendering of the scene should serve to date the monument 
circ. 1 200. 
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The whole composition is repeated in a Gospel in Paris of the 
thirteenth century, 1 and is the source of later representations, 
as may be seen from Duccio's rendering in his famous altar-piece 
at Siena (Fig. 21). 2 The intermediate character of the Freer 
miniature gives it unusual importance in the development of 
Byzantine iconography, and, as will be apparent later on, is of 
great value in determining the date of the manuscript from which 
it was taken. 

iv. The Descent into Hell — Plate VII 

Folio III recto is the next page in order. While the increased 
damage to the corner shows that the leaf was some distance 
further on in the original codex, the miniature in question was 
without much doubt the first after the initial page of John's 
Gospel, for this is the position regularly occupied by the Descent 
into Hell. 8 The curious connection with John was due to the 
fact that the lection for Easter in the Greek church was taken 
from the fourth Gospel, and the corresponding pictorial type was 
not the Risen Christ, but the Descent into Hell. The Painter's 
Manual (see p. 20) indeed gives circumstantial directions for 
painting the Resurrection, but it is nevertheless a fact that the 
subject is rare in Byzantine art of the tenth, eleventh, and twelfth 
centuries, and absent entirely in the mosaics and frescoes of 
the churches of that period. 4 The theological considerations 

1 Bibl. Nat. Ms. gr. 54 fol. 107 recto (Bordier, op.cit. p. 230, fig. 121). A similar 
treatment, omitting Mary's companions and the skull, is seen on an ivory of the Chalandon 
collection in Paris, dating in the thirteenth century (E. Molinier, Afon. et Mint. Fond. Piol, 
1896, p. 126, fig. 1). 

2 A curious variant of the fourteenth century is found at Mistra in the Peribleptos (Millet, 
Mon. byz. de Mistra, pi. 122, 3). In this fresco the Magdalen holds the hand of Christ, 
and both the Virgin and Joseph clasp the body in their arms. Above the cross are weep- 
ing angels. Here also the Virgin stands upon a stool. The fresco is much like the scene 
described in the Painter's Manual. 

8 The color scheme is indicated by the facsimile. Christ wears a sleeved tunic of red- 
dish color which is probably the priming for the same gilding that originally covered the 
pallium. Eve has a blue under-garment and a mantle of red. Adam wears a violet pallium. 
David's tunic was red, and his pallium blue, bordered with gold. The details of Solomon's 
costume cannot be determined. The sarcophagus in which Adam kneels is colored brown- 
ish pink, and streaked with purple, while that of the kings was originally blue. Below 
the sarcophagi on either side is the usual green ground-strip. The Pit of Hell is black, 
and the gates gold, which was of course the original color of the background. 

4 Cf. Brockhaus, op. cit. p. 132. It occurs in a ninth century Psalter of the Pantocrator 
monastery on Mt. Athos (ibid. p. 198). 
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which gave the Descent into Hell its place in the Creed also 
made it the symbol of Christ's Resurrection in its fullest mean- 
ing, as insuring the deliverance of the Just from spiritual death, 
not only after, but before the Incarnation. Thus the conception 
of Christ trampling the gates of Hell, and raising up the Just that 
had gone before in the persons of Adam and Eve and the Kings 
of Israel, became the customary typological rendering of the 
Risen Lord, the pictorial embodiment of Easter. Hence the 
label which the scene bears in Byzantine art, 17 avdorao-is, 
'the Resurrection.' 

The Descent into Hell is described in the apocryphal Gospel 
of Nicodemus. 1 According to this story, the Baptist went first 
into Hell to announce the coming of Christ. Suddenly there 
was a cry " Lift up your gates, ye princes ; and be ye lifted up, 
ye everlasting gates; and the King of Glory shall come in." 2 
Then Christ burst asunder the gates of Hell, bound Satan, and 
trampled him under foot. " Father Adam," falling at the feet of 
Christ, was raised erect, and Mother Eve in like manner, and 
Christ set His Cross " as a sign of victory" in the midst of 
Hades. 

The motif of Christ's entry presented certain essential elements 
for the pictorial representation — Christ trampling on Satan, the 
broken gates of Hell, the raising of Adam and Eve, the Cross — 
to which the artists gradually added elements drawn from other 
parts of the story, like John the Baptist, David and Solomon, and 
others of the Just, and the tombs from which the dead are resur- 
rected. The genesis and evolution of the scene in Byzantine art 
will be better understood with the help of the accompanying 
iconographical table 3 (Fig. 22). 

The monuments cited in the table by no means comprise all 
those representing the theme, but are a typical list. There follow 
the works in which the most important are described or repro- 
duced, arranged in the order of the dates of the monuments. 

1 Tischendorf, Evangelia Apocrypha, p. 389 ff. 

2 Ps. xxiv, 7. The phraseology of Psalms is apparent throughout the recital, which 
doubtless accounts for the prominence of David in the artistic representations, in spite of 
the minor r61e that he plays in the text ; this explains also the frequent use of the scene in 
the illustrated Psalters (cf. Millet, Mon. et Mint. Fond. Piot. 1895, p. 209). 

8 For discussions of the iconography of the Descent into Hell, see Millet, Mon. et Mint. 
Fond. Piot , 1895, pp. 204-214; Diehl, Mosalques by z ant ins de Saint-Luc, ibid. 1896, pp. 
232-236 ; Rushforth, Papers of the British School at Rome, I, pp. 114-1 19. 
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Cbntuby 


Monument 


Described or Reproduced by 


Abbrev. 


VI 


Ciborium columns of St. 


Venturi, Staria deWarte it alt ana, 






Mark's, Venice. 


I, fig. 266. 
Garrucci, Staria deWarte crist. 


Cibor. 


VIII 


Mosaic of Chapel of John 


Chap. John 




VII, Old St. Peter's. 


IV, pi. 280. 8. 


VII 


IX 


Fresco, S. Maria Antiqua, 


Rushforth, op. cit. p. 116, fig. 9. 


S. Mar. Ant. 




Rome. 


Fig. 23. 






Mt. Athos, Ms. Pantokra- 


Brockhaus, op. cit. p. 177. 


Pantokra- 




tor, 61. 




tor, 61 




Chludoff Psalter. 


Kondakoff, Miniatures of a Greek 
Psalter in Chludoff Coll. (Rus- 
sian), pi. x, 3. 


Chlud. Ps. 


X 


Psalter, Paris, Bibl. Nat. 
gr. 20. 


Bordier, op. cit. p. 98. 


Par. Ps. 20 




Chekmukmedi enamel. 


Kondakoff, Les hnaux byzantins, 
fig- 43- 


Chek. enam. 


XorXI 


Fresco, Soghanli, Asia 
Minor. 


Diehl, Manuel, p. 538, fig. 260. 


Soghanli 




Enamelled book cover, 


Labarte, Hist, des Arts Industr. 


Siena enam. 




Siena (Biblioteca). 


Album, II, pi. ci. 




XI 


Mosaic, St. Luke in Phocis. 


Diehl, Mon. et Mbn. Fond. Piot. 
1896, pi. XXIV. 


St. Luke 




Mt. Athos, Ms. Iviron 1. 


Brockhaus, op. cit. p. 225. 


Ivir. 1 




Mosaic St. Mark's, Venice. 


Fig. 25. 


St. Mark 




Brit. Mus. Ms. Add. 19352. 


Rushforth, op. cit. p. 117, fig. 10. 


Add. 19352 




Gospel, Paris, Bibl. Nat. 


Bordier, op. cit. p. 137. 


Par. 75 




gr-75- 








Mosaic, Monastery of 


Millet, Le Monastere de Daphni, 


Daphni 




Daphni. 


pi. xxv. Fig. 24. 






Mosaic, Cath. of Torcello. 


Dalton, Byz. Art. 6V* Archaeology, 
fig. 427. 


Torcello 


C. IIOO 


Pala d' Oro (High Altar 
of St. Mark's, Venice), 
enamel. 


Boito, Tesoro di S. Marco, pi. xv. 


Pala d 1 Oro 


XII 


Melissenda Psalter, Brit. 


Herbert, Illuminated Manu- 


Mel. Ps. 




Mus. 


scripts, pi. vi. Fig. 27. 






Commentary on Gregory 


Bordier, op. ctt. p. 185. 


Par. 541 




Naz. Paris, Bibl. Nat. 








Ms.gr. 541. 








Gospel in Brit. Mus. Ms. 


Dalton, op. cit. fig. 157. 


Harl. 181 




Harl. 1 810. 








Monreale Cathedral, Mo- 


Gravina, Duomo di Monreale, pi. 


Monreale 




saic. 


20 B. 






Mt. Athos, Tetraevangelon, 


Brockhaus, op. cit. p. 217. 


Ivir. 5 




Iviron 5. 






. 


Bronze Doors of Trani 


Schulz, Denkmaler der Kunst in 


Trani 




and Ravello Cathedrals, 


Unteritalien, pi. xxm. 






South Italy. 






XIV 


Fresco, Peribleptos 


Millet, Mon. byz. de Mistra, pi. 


Peribl. 




church, Mistra. 


116, 3. Fig. 26. 
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The most obvious aspect of the evolution of the type is the 
change from the one-sided composition of S. Maria Antiqua 
(Fig. 23), depicting the Raising of Adam and Eve, to the sym- 
metrical one, wherein others partake of the Resurrection and the 
figure of Christ is flanked on either side by groups of personages 
representing the Just, revived and delivered from Hell by the 
power of the Cross. The change presents itself timidly in the 
Chekmukmedi enamel, where David and Solomon are represented 
rising from a sarcophagus in the upper left-hand corner of the 

scene, opposite the figures of 
Adam and Eve. The compo- 
sition becomes rigidly symmet- 
rical in Iviron 5, where Christ 
stands between two throngs of 
the Just, headed respectively by 
Adam and Eve, but the more 
usual rendering, wherein Christ 
raises Adam by the hand, but 
moves in the opposite direction 
to him, toward David and Solo- 
mon, is already present in the 
Siena enamel (ioth-nth cen- 
tury). Other figures are added 
to the lateral groups in the 
course of the eleventh century, 
but this period is transitional 
and formative in the history of 
the composition, and includes 
such divergent examples as the 
extremely simple mosaic of St. Luke in Phocis, the elaborate scene 
in Torcello cathedral, and the exceptional variant of Daphni (Fig. 
24). The Hades of the early examples, trampled beneath the feet 
of Christ, becomes Satan enchained, is transformed into the ortho- 
dox black imp of Byzantine art, as at St. Mark's in Venice (Fig. 25), 
and finally disappears in the twelfth century. The gates of Hell, 
crossed in the Siena enamel, are not always so represented in the 
eleventh century (St. Luke, Iviron 1, Torcello), and only become 
regularly crossed in the twelfth. The later development is seen in 
the Peribleptos church at Mistra, where Christ is enveloped in an 
elliptical glory, David and Solomon are accompanied by the Baptist 




FIG. 23. The Descent into Hell. Fresco 
in S. Maria Antiqua, Rome. 

Christ tramples a prostrate figure personifying 
Hades, and raises Adam from the tomb. Behind 
Adam stands Eve. 
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and a number of other figures, and Adam and Eve appear at the 
head of a throng of patriarchs and prophets ( Fig. 26). Still later the 
church frescoes and the Painter s Manual add the fancy of angels en- 
chaining devils, names for the minor dramatis personae, etc. The 
treatment of the scene in Russia ranges from the simplicity of the 




FIG. 24. The Descent into Hell. Mosaic in the Monastery of 
Daphni near Athens. 

twelfth century scheme to an elaborate panorama of Hell of the kind 
seen in an ikon in the Likhatcheff collection at St. Petersburg. 1 

Our miniature, by virtue of its symmetrical composition, the 
omission of Satan, and the crossed gates, finds its closest parallels 
in the twelfth century, and particularly in the Melissenda Psalter 
(Fig. 27). Christ raises the kneeling Adam from his sarcophagus 

1 Likhatcheff, op. cit. pi. 286. Cf. also pi. 265. 
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FIG. 25. Mosaic in St. Mark's, Venice. 
Above, the Descent into Hell ; below, Christ and the Holy Women and the Doubting of Thomas. 

tomb, and strides across the gates of Hell. Eve stands beside 
Adam, and to the right we can discern the figures of David and 
Solomon. Behind them we may perhaps supply the figure of 
John the Baptist, who is regularly present from the beginning of 
the eleventh century. The iconography of the picture thus dates 
it in the twelfth century, or later. 
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FIG. 26. The Descent into Hell. Fresco 

IN THE PERIBLEPTOS CHURCH AT MlSTRA. 




FIG. 27. The Descent into Hell. Miniature of the 
Melissenda Psalter in the British Museum. 
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v. The Doubting of Thomas — Plate VIII 

The verso of Folio III is occupied by a miniature represent- 
ing the Doubting of Thomas, the second illustration of the 
Gospel of John. The ground strip is green, and the field of 
the miniature, as well as the doors behind Christ, was originally 
gold. Traces of the same color remain upon the reddish brown 
priming of the tunic worn by Christ, over which is draped a blue 
pallium. The disciples wear blue and violet tunics and pallia, 
with an alternating distribution of the colors. Above the doors, 
against which is outlined the figure of Christ, and the slanting roof 
to the right, is the remnant of an inscription in red letters. One 
would expect this to be the phrase which regularly labels the 
scene in Byzantine art: TUUN 0YPUUN KeKAeiCMGNWN, 'the doors 
being shut/ with which words John (xx. 19) emphasizes the sud- 
den and miraculous appearance of the resurrected Christ among 
the disciples. The two letters which remain, however, seem to be 
ON, thus forming no part of the phrase unless we suppose a blun- 
der on the part of the artist. The disciples are grouped in the 
spaces under the sloping roofs to right and left, Peter heading the 
group to the right, while Thomas on the other side steps forward 
and places his finger on the wound which the Saviour has uncov- 
ered by raising His right arm. 

The incident, recorded only by John, is not common in Byzan- 
tine art, and is exceedingly rare in the illustration of the Gospels. 
It occurs perhaps in a fifth century fragment of a sarcophagus in 
the museum of Ravenna, on which we see a youthful unbearded 
Christ, half turned to the left, raising His right arm, while the 
disciple standing beside Him faces outward and extends his right 
hand toward Christ's left side. 1 A more positive rendering of the 
incident occurs on a sarcophagus of S. Celso in Milan, 2 dating 
about 400, on which we see Christ baring His right side with up- 
raised arm, and Thomas stepping forward from the left to touch 
the wound. He is accompanied by only one of the other disci- 
ples. The " Thomas scenes " which have been pointed out in a 
mosaic of S. Apollinare Nuovo at Ravenna (sixth century), on an 
ivory of the British Museum, and in a miniature of a Munich 

1 S. Muratori, N. Bull, d" Archeologia crist. 191 1, pp. 34-58. 

2 Garrucci, op. cit. V, pi. 315, 5. 
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manuscript of the ninth century, are too uncertain in character to 
be cited as indications of the evolution of the type. 1 

The earliest example of the scene on record in which all 
twelve of the disciples were represented was a mosaic in Justin- 
ian's church of the Apostles in Constantinople. 2 The church 
was destroyed by the Turks in the fifteenth century, but the 
description of Mesarites gives us a vivid idea of its splendid deco- 
ration as it appeared in the twelfth century. According to this 
account, the mosaic represented Christ and His disciples in a 
house with closed doors. Christ, in the centre of the group, bared 
His side, and Thomas, ashamed and hesitating, but urged forward 
by his companions, touched the wound. The Saviour seemed to 
shrink, the Byzantine writer tells us, from the touch of His disci- 
ple. A picture of the same general character is found on one of 
the reliefs of the Monza phials, which date about 600, 8 and in a 
fragmentary fresco of S. Maria Antiqua 4 of the eighth century. A 
rather original rendering of this type of composition is to be seen 
in a manuscript of the Bibliotheque de TArsenal at Paris, 5 of the 
eleventh century. Here Christ stands to the right of the picture 
and raises His right arm, but seems to shrink from the insistent 
finger of Thomas, who approaches from the left. A group of 
three disciples stands behind him. No background is given. By 
the end of the eleventh century the scene had reached the form 
thereafter accepted, as we see it in the mosaics of St. Mark's at 
Venice (Fig. 25), and on the bronze doors of St. Paul's at Rome. 6 
The tendency toward symmetry, the most constant factor in 
Byzantine art, arranged the disciples in groups on either side of 
Christ, who always stands on a flight of steps, in front of the 
"closed doors." The figure of the Saviour shrinks no more from 
the hand of Thomas, but stands erect and immobile, with the 
statuesque dignity that makes the subject so impressive in all its 
subsequent renderings. St. Thomas approaches from the left and 
touches the wound in Christ's right side. The same composition, 

1 Cf. Heisenberg, Grabeskirche und Apostelkirche, II, p. 264, note 4. 

2 Heisenberg, op. cit. II, p. 264. 

8 Garrucci, op. cit. VI, pi. 434, 6. A similar representation is found on a lead ampulla in 
the British Museum (Dai/on, Byz. Art &* Archaeology, fig. 399). 

4 G nineteen, Ste. Marie Antique, fig. 118. 

5 No. 33 c. Rohault de Fleury, U&vangile, pi. xcvn, 3. 

6 Rohault de Fleury, op. cit, pi. xcvii, 1. Also in mosaics of St. Luke in Phocis, 
Daphni, and St. Sophia at Kiev. 
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with unimportant variations of background, is used throughout 
the twelfth century (Melissenda Psalter, mosaic in the Church of 
the Nativity at Bethlehem, Monreale), and continues in late 
Byzantine painting, appearing with the usual late Byzantine addi- 
tion of architectural detail, in the fourteenth century frescoes of 
the Peribleptos church at Mistra, 1 in Duccio's altar-piece at Siena, 
and in the Painter's Manual. Our miniature, therefore, conforms 
to the iconography of the scene as established in the eleventh 
century, and traditional after that period. 

vi. Christ and the Holy Women — Plate IX 

Folio IV recto is adorned with a miniature whose ruined 
condition makes it difficult of interpretation until we compare a 
better preserved example of the same scene in a gospel of Mt 
Athos 2 (Iviron 5, Fig. 28). In this manuscript the miniature 
occupies a place at the beginning of the twenty-eighth chap- 
ter of Matthew, and illustrates the meeting of " Mary Magdalen 
and the other Mary" with Jesus, having particular reference to 
the words : " And they came and held him by the feet and wor- 
shipped him." The episode is depicted in our miniature in a 
fashion practically identical with that of the Athos manuscript, 
except that the horizon line is lower, and the figure of Jesus is 
larger in proportion to the size of the women. The Saviour's 
tunic is painted in with a yellow wash, originally overlaid with 
gold. His pallium was blue. The woman kneeling to the right 
wears a reddish garment. The background was originally gold. 
The ground-strip is the usual green, and the green cones to right 
and left are the remains of trees — very conventional trees — 
which indicate the garden of the Holy Sepulchre. 

The theme is not common, save in late frescoes, 3 and its earli- 
est appearance is on an ivory in the treasury of Milan cathedral, 
of the fifth or sixth century, 4 wherein the two women kneel to 

1 Millet, Mon. byz. de Mistra, pi. 121, 1. Cf. also the rendering in the Chapel of St. 
John, ibid. pi. 106, 3. 

2 Brockhaus, op. cit. p. 217 ff. 

* On Mt. Athos it occurs in the frescoes of the Protaton (circa 1300), of Kutlumusi (1540), 
of Dionysiu (1547), and of the cloister church of Lavra. No examples at Mistra are 
recorded by Millet. Another example in manuscript illumination is the miniature of a 
Greek gospel in the Public Library at St. Petersburg (Likhatcheflf, op. cit. pi. 353). 

4 Garrucci, op. cit. VI, pi. 450, 2. 
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the left of Christ. Between them and the standing figure of the 
Saviour rises a tree. In the Rabulas Gospel (586) the garden is 
indicated by trees and the two women kneel to the right of the 
risen Lord. A lost mosaic of the Apostles' church seems to have 
resembled our miniature at least in the one respect that the two 
women bowed their heads to the feet of Christ. 1 In the Tri- 
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FIG. 28. Christ and the Holy Women. Miniature of a Gospel in 
the Iviron Monastery on Mt. Athos: Iviron 5. 

vulzio ivory, 2 Christ is seated on a rock to the left of the open 
tomb. The women appear to the right, one kneeling, the other 
half erect, stooping forward with outstretched hands. The ninth- 
century manuscript of Gregory Nazianzenus in the Bibliotheque 
Nationale indicates the garden by trees and again depicts the 
women in differing attitudes, one prostrate at Christ's feet, the 



Heisenberg, op. at. II, p. 259. 



2 Garrucci, op. at. VI, pi. 449, 2. 
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other half upright. 1 This distinction is maintained for a time 
in the more symmetrical representations of the later period, and 
the evolution of the composition into the hieratic type of the 
Freer miniature was only a gradual one. Thus in the mosaic of 
St. Mark's at Venice, of the late eleventh century (Fig. 25), we 
find a composition essentially the same as. that of our miniature 
and of Iviron 5, but lacking the schematic symmetry of the twelfth 
century. The garden has two little hillocks and several trees, and 
the women are not yet prostrate on the ground. The woman to 
the left retains a posture more nearly upright than that of the fig- 
ure on the right. The St. Mark's version occurs again in a 
mosaic of Monreale, of the latter half of the twelfth century, 
wherein the earlier and freer type is reflected, but the garden has 
already dwindled to two trees. Iviron 5, also of the twelfth cen- 
tury, shows a still more schematic composition, in which the sym- 
metry is complete except that a souvenir of the earlier position of 
the woman on the left remains in the lifted head. Finally, the 
Freer miniature represents the most advanced degree of formality, 
and cannot be distant in date from the Athos manuscript, so close 
is the resemblance of the two. 

vii. Madonna and Saints — Plate X 

The verso of fol. IV contains a charming figure of the Ma- 
donna, standing on a low pedestal, holding the Child on her left 
arm, and flanked by two bishop saints carrying books, whose 
identity, in view of the condition of the miniature, it would 
be useless to attempt to determine. The Virgin originally wore 
a violet mantle above her undergarment, which is drawn over her 
head in a veil. The bishops on either side also had violet pallia, 
and their omophoria or stoles show traces of black and gold. The 
background was once the usual gold. 

The Virgin apparently holds the Child with both hands and 
bends her head to His in a graceful attitude of motherly solici- 
tude. The human quality of the group gives our Madonna con- 
siderable importance as one, at least, of the earliest examples of 
the " tender " Virgin. The Byzantine type 2 throughout the 

1 Omont, Facsimiles cUs miniatures de Mss. grecs. de la BibL Nat., pi. xxi. 

2 Exception must be made of the remarkable sixth century Madonna at Kiev 
(Murioz, op. cit. fig. 5) and some Coptic examples. 
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earlier period, in the twelfth century, and frequently even in later 
times, was a thoroughly hieratic conception of the Mother and 
Child, both being represented in frontal attitude, usually gazing 
directly at the spectator, the Virgin holding her head erect. The 
humanizing droop of the head was introduced into Italian art by 
the Tuscans of the thirteenth century, and the transformation of 
the type in Byzantine art is usually ascribed to the same period. 
As our manuscript cannot be placed later than 1200, its Madonna 
possesses an historical interest quite as great as her indubitable 
charm. 

viii. John the Baptist and the Virgin? 

Folio V, recto, contains the remains of a group of two saints. 
There is so little left of the painting that I hesitate to identify 
the figures, but it seems likely that they represent St. John the 
Baptist and the Virgin. The irregular outlines of the garment 
worn by the figure on the left indicate the mantle of skins char- 
acteristic of the Baptist, and the figure to the right is dressed, 
so far as one can determine, like a woman. But conjecture is 
futile in the face of the ruined condition of the painting. There 
is no miniature on the verso page. 

ix. Date and Value of the Miniatures 

The date of this series of miniatures has so frequently been 
suggested during the course of the preceding discussion that it 
needs few words of further definition. The text points to the thir- 
teenth century, but is not inconsistent with the second half of the 
twelfth, and the style and iconography clearly indicate the period 
last named as the time when the manuscript was illustrated. An 
earlier date would probably be inconsistent with the use of the 
Evangelistic symbols, and certainly with the text. The introduc- 
tion of scenes unusual in Gospel illustration, like the Appearance 
to the Holy Women and the Doubting of Thomas, also points to 
a date subsequent to the earlier half of the twelfth century. An- 
other indication of the same character is the curious combination 
of realism and convention which is often met with in later Byzan- 
tine art, and is here observable on the one hand in the pedestal 
on which the Madonna stands, and on the other in the motherly 
droop of her head. 
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The thirteenth century is an impossible date, for reasons quite 
as good. In the first place, manuscripts so profusely illustrated 
are rare in that period. Again, in the scenes of the Descent into 
Hell and the Doubting of Thomas, we have found our best par- 
allels in monuments close to the year i ioo, like the bronze doors 
of St. Paul's and Trani, the mosaics of St. Mark's and the Melis- 
senda Psalter. Iviron 5, the manuscript which is so like ours in the 
rendering of the Appearance to the Holy Women, is dated by 
Brockhaus "about the twelfth century." Lastly we have the 
definite evidence of the iconography of the Descent from the 
Cross in favor of the latter half of the twelfth century, for the well- 
defined type of the thirteenth century requires that both arms of 
the Saviour be detached from the cross, and Nicodemus employed 
in removing the nails from His feet. The Freer miniature main- 
tains the earlier form in which one hand is still nailed to the cross- 
bar, but shows a later phase of the theme by omitting the angels 
which appear above the cross in the Melissenda Psalter. The 
period between 11 50 and 1200 is therefore the time when our 
miniatures were produced. 

The compositions are quite consistent with this date. Between 
the creative Neo-Hellenic art of the ninth, tenth and eleventh cen- 
turies and the diffuse realism of the fourteenth, the twelfth and 
thirteenth centuries intervene as an epoch of simplification and 
fixation of types. The iconography often shows this, and we have 
seen how the twelfth century stereotyped the Descent into Hell, 
crossing the gates of Hell and omitting the figure of Satan. The 
episodes of the Melissenda Psalter reflect the same tendency toward 
abbreviation and convention, and it is precisely on this account 
that the Psalter and the Freer miniatures seem so closely related. 

The latter have not escaped the conventionality of their time. 
The pedestal under the Virgin's feet in the Descent from the 
Cross and the " Madonna with Saints," and the hieratic rendering 
of the Appearance to the Holy Women, so marked in its dry con- 
trast to the example of St. Mark's, are witness to an indifferent 
grasp of reality on the part of our artist. All the episodes are re- 
duced to their lowest terms. The lanky figures, the uninventive 
drapery, with its broad, straight surfaces or minute and numerous 
folds, the feet which rest on nothing, the awkward attitudes, are 
indeed features which already are present in Byzantine painting 
of the eleventh century, but here appear in sharper relief. And 
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still there is in the very human rendering of the Madonna a pre- 
monition of the mundane style of the fourteenth century. 

As a draughtsman our artist shows himself uneven, and like 
most East Christian painters, he relied on the usual thick over- 
painting to conceal his blunders. Thus he took two tries at the 
left foot of Joseph of Arimathea, and nodded decidedly in his 
drawing of Adam's left leg. His innocence of anatomy is ap- 
parent in the Christ of the Descent from the Cross, where he 
draws impossible knee-caps and repeats the summary rendering 
of the muscles of the breast and arm which was used in the mo- 
saic Crucifixion of Daphni, a hundred years before. The at- 
tempt at the expression of sorrow on the face of Mary in the 
same scene has resulted in an unconvincing grimace. 

Herein, however, he shows himself but the child of his time, 
and a comparison with the Melissenda Psalter and Iviron 5 will 
make it clear that he was above rather than below the average of 
the twelfth century. It must be remembered that Byzantine 
drawing, with its sweeping and confident lines produced by the 
practice of hundreds of years on unchanging compositions, is usually 
bolder in its preliminary stage than in the finished picture, after 
the application of the overcolor, since the latter conceals much of 
the detail of the design, and deprives the preliminary sketch of 
freshness 'and vivacity by rigid adherence to clean-cut contours. 
Consequently, it is somewhat unfair to compare our artist's best 
sketches, where the loss of the overpainting has revealed them, 
with the finished miniatures of the Melissenda Psalter. Yet there 
can be no doubt that the spirited figure of Nicodemus in the De- 
scent from the Cross is in every way superior to that of the Psalter, 
and it is impossible to find in the twelfth century another Virgin 
so appealing as that which appears in the miniature of the Ma- 
donna and the Bishop-Saints. The artist and his manuscript 
were among the best of their time. The unusual scenes included 
in the surviving series betoken a large number in the original 
manuscript. Apparently the artist eschewed ornamental borders, 
but for richness and variety of illustration the gospel in its pris- 
tine state must have equalled, if it did not outrank, the existing 
Byzantine manuscripts of the twelfth century. 

The disappearance of the overpainting makes our miniatures 
of unique assistance in determining the processes of Byzantine 
painting, and the technique of our artist is not hard to follow. 
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He drew his preliminary sketch on the parchment in an ink that 
has faded brown, using a pen or fine brush. After this a yellow 
priming or sizing was laid on to form a ground for the gold wher- 
ever this was to be used — in the background, on the foot-stools 
of the Evangelists or the Gates of Hell, or in the draperies of 
Christ, who always wears a blue pallium and a gilded tunic except 
in the Descent from the Cross, where He wears a loin-cloth of inde- 
terminate color, and in the Descent into Hell, where both tunic and 
pallium show traces of gilding. The green ground-strip (gray-blue 
in the portrait of John) was probably the next thing to be painted 
in. Details in black were often added on the yellow sizing before 
the gold was applied, but the inscriptions seem to have been painted 
in minium on the gold itself. The latter has almost entirely dis- 
appeared, leaving the yellow sizing to indicate the portions of the 
miniatures that were originally gilded. After these preliminary 
steps the final color was laid on within the outlines of the sketch 
directly on the parchment. Shadows were obtained by deeper 
applications of the tone the artist happened to be using, along the 
lines of the preliminary drawing. The flesh color was a reddish 
yellow of much the same quality as the priming spoken of above. 
Hair and features were drawn in ink, and possibly afterwards re- 
inforced with black. The final task of the artist was to correct 
and deepen with black the main contours, and to add such minor 
touches as the decorative details in gold and black, and the black 
with which he picked out the folds of Christ's gilded garments. 
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III. THE PAINTED COVERS OF THE WASHING- 
TON MANUSCRIPT OF THE GOSPELS 

A description of these interesting panels, together with a 
brief and tentative discussion of their date, was published by the 
present writer in the Introduction to the Facsimile of the Wash- 
ington Manuscript. 1 In describing them here, therefore, it will 
be necessary only to summarize the account previously published, 
and to refer the reader, for details of color, to the two plates in 
the Facsimile which exactly reproduce the paintings. 

The covers of the Washington Manuscript (Plate XI), which 
are now separated from the text, are two wooden panels, bevelled 
on the outer and the inner faces at top and bottom, and also on the 
sides in the case of the outer faces. The left-hand board, which is 
badly worn (Plate XII), varies in width from 14 cm. to 14.3 cm., 
and in length from 21 cm. to 21.3 cm. The right-hand board 
(Plate XIII) measures 14.3 cm. x 21.3 cm. The thickness of the 
covers varies from 1 cm. to 1.6 cm. 

The back binding consists of a leather backing applied over 
interlacing cords of the same material. The ends of these cords 
were inserted in twenty-six holes in the side of each cover, and 
fragments of the cords still remain in place. Their protruding 
ends were bound by a strip of cloth, about 2.5 cm. wide, pasted 
along the inner face of each board. Over this is pasted a parch- 
ment backing, covering the whole inner face. 

Along the upper part of the right-hand edge of the left panel 
is a row of seven holes, and another row of the same number of 
holes runs along the lower part, leaving a space of about 7.5 cm. 
between the two rows. On the upper edge of the same cover 
is a row of ten holes. The other cover has no such holes in its 
edges, except one in the upper outer corner, corresponding to a 
hole similarly placed in the left cover. A fragment of a wooden 
peg, still remaining in the corner hole of the latter, shows that 

1 Facsimile of the Washington Manuscript of the Four Gospels in the Freer Collection. 
With an Introduction by Henry A. Sanders. The University of Michigan, 1913. See p. 83. 
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cords were once inserted in these holes, probably to tie the covers 
together when the book was not in use. The rows of holes in 
the left cover, not being repeated in the other panel, seem to have 
been used for the attachment of flaps with which to lift the left- 
hand cover, or of a casing of cloth which was folded about the 
book. 

The metal chains attached by staples to the upper outer cor- 
ners of the covers l were probably meant to keep the book from 
opening to its full extent, so as to prevent abrasion of the paint- 
ings. They are undoubtedly later additions to the book. 

The covers were painted after the book was bound ; for irregu- 
lar traces of the yellow paint used in the border remain around 
the holes of the back binding and on the fragments of the leather 
cords, and, while the same color has invaded the space between 
the holes into which the binding cords are inserted, it stops 
short at the line of the binding itself. 

The figures on the covers are the four Evangelists, depicted 
in the order in which their gospels appear in the manuscript, 2 
Matthew and John on the left cover, Luke and Mark on the right. 
John's figure is almost entirely erased. Mark is labelled by an 
inscription placed vertically to the right of his figure: MAPKOG 
and to the left of Luke may be seen the last two letters of his 
name: AC. 

The painter used no priming and has left no traces of his 
preliminary outline. The green filling of the background was 
put in after the figures were drawn ; the brush-strokes are guided 
by the contours of the figures. The strokes are crude and irregu- 
lar, indicating a rough reed brush of the kind described by Gayet 
in his description of the processes of Coptic painting. 8 The 
figures are painted in masses of ground color, and all the details 
of features, drapery, etc., including the hair and the black outlines 
of the figures, are overlaid upon this. The painting originally 
covered the entire panel, with a yellow border running around the 
edges, overlaid with a crude leaf design in green and greenish 
brown. The yellow was the poorest color in the painter's palette, 
and has peeled badly, particularly on the edges of the panels. 

1 The one attached to the left panel measures 15.3 cm. ; the other 17.7 cm. 

2 Cf. Sanders, The Washington Manuscript of the Four Gospels (University of Michi- 
gan Studies, Humanistic Series, Vol. 9, Part 1), p. 27. 

• DArt Copte, p. 263. 
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Here it disappeared early and left a strip of bare wood which 
has weathered more than the rest of the panel, and thus gives the 
appearance of a border, especially on the left cover. The fugitive 
character of Coptic yellow was noticed by J. E Quibell in his 
examination of the frescoes at Saqqara. 1 The detail colors are 
all very thickly laid on, and the same is true in less degree of 
the ground color. Heavy painting has caused the green back- 
ground to shade almost to black in places, especially in the centre 
of each panel, where the brush-strokes up and down have mingled 
in a thick layer of paint. 

The artist used a limited palette, — black, red, yellow, slate- 
blue, white and green. To Matthew and Luke he gives black 
hair, and clothes them in a white tunic, on which the shadows are 
brought out in blue, and a pinkish pallium, whose folds are pro- 
duced in red. Both garments are outlined in black, and the 
tunic of Luke has black stripes and dots. Both Evangelists 
carry a yellow book, with details and edges in black, and jewels 
indicated with red. The color-scheme, drapery and attitude of 
the ruined figure of John must have been, as the remaining frag- 
ments show, practically identical with that of Mark: gray hair, 
white tunic with black stripes and dots, and shadows indicated in 
black and slate-blue ; red pallium with white folds ; yellow book 
with red jewels, and black dots and edges. Both tunic and 
pallium were outlined with heavy black contours, as in the case of 
the other Evangelists. Huge yellow haloes, originally outlined 
in white, adorn the heads of all four figures. The flesh-color is 
white, shaded with pink. Eyes, ears, mouth and nose are drawn 
in red, and the nostrils of Matthew and Mark are indicated by 
touches of black. The hand of Mark is outlined in black, with a 
trace of a red line along the wrist. The feet of the four saints are 
clad in sandals, summarily indicated by thickening the black con- 
tour of the pinkish white feet at the heel and toe. 

The artist shows a tendency to mix his lights with the colors 
used in the shadows. Thus the flesh color of the faces is made 
pinkish by the admixture of the red details of the eyes and ears, 
and the pallia of Matthew and Luke are of a pinker hue by reason 
of the red folds. The slate-blue shadows have similarly qualified 

1 Excavations at Saqqara, 1 906-1 907, II, p. 66. But compare Ctedat's description of 
the paintings at Bawit (in Cabrol, Dictionnaire d^archiologie chritienne et de iiturgie y 
s.v. Baouit, col. 232), where red and yellow are named as the most tenacious colors. 
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the white of the tunics. Practically identical colors and processes 
were employed in the wall-paintings at Saqqara, to judge from 
Quibell's description, particularly in the decoration of the north 
wall of Cell A in the monastery. 1 Here "four colors were used, 
black, yellow, slate blue, red, and for the flesh of the figure on the 
left, pink with a greenish mixture in the shadows. The figures 
were painted in with broad streaks of color and the black outline 
added last." 

The portraits of the Evangelists afforded by our panels are of 
great value to the student of Coptic iconography, since they give 
us a series in which the several Evangelists can be identified, and 
in which the figures are well preserved or capable of restoration. 
According to our portraits Matthew and Luke were visualized in 
Egypt as men in the prime of life, with black hair and beards, 
while Mark partakes of the more advanced age of John, and is 
represented with gray hair, head slightly bald and long pointed 
beard. These types of the Evangelists are the ones usual in East 
Christian art," with the important exception of Mark, where we 
have a portrait distinctly differing from the current one of 
Byzantine art, and amounting to a characteristic Coptic type. 

In Byzantine painting the Evangelist is always a man in the 
prime of life with round full beard — a tradition that dates back to 
the sixth century and is represented by the portrait of Mark in the 
Codex Rossanensis (Fig. 15). The earliest Coptic monument 
I know which depicts the Evangelists is a relief in the Metro- 
politan Museum in New York, 8 which can hardly be later than 
the fifth century. In the centre of the relief Christ is represented 
seated with twelve baskets of loaves at His right hand, arranged 
vertically in rows of four. Two angels stand at His left hand, 
and another beside the baskets. The subject is of course the 

1 Op. cit. p. 64. A quite similar palette was used at Deir-Abou-Hennes (Gayet, op. 
cit. p. 273). 

2 John is represented regularly throughout the fourth and fifth centuries as a young 
and beardless man. In later East Christian art he becomes an aged man when depicted as 
the Evangelist, and a young man when portrayed as an apostle. The differentiation of the 
Beloved Disciple from the aged writer of the fourth Gospel commences in the sixth century. 
For example, while in the sixth century mosaics of S. Vitale in Ravenna all four of the 
Evangelists are represented as men advanced in years, the medallion portraits of the Codex 
Rossanensis, of the same period, give John an aged appearance, but represent Matthew, 
Mark and Luke in the prime of life. 

8 Ninth Egyptian Room: 10 . 176'. 21. 
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Multiplication of Loaves and Fishes, but the artist has added two 
seated figures holding books in their left hands at either end of 
the relief, which evidently are meant for the Evangelists. They 
are not, however, distinguished by labels or other attributes, and 
the heads are defaced. 

So far as the Coptic type of Mark is concerned, the charac- 
teristic features which distinguish it from the Byzantine rendering 
were noticed by Strzygowski in his publication of a piece of Early 
Christian wood-sculpture from Egypt in the Berlin Museum. 1 
Strzygowski cited the head of Mark on a wooden door (early 
tenth century) of the church El-Hadra in Deir es-Suriani to show 
the existence of a " Paul "-type of Mark in Coptic art, and argued 
therefrom that the Evangelist was also represented in the seated 
figure of a bald-headed man with a pointed beard, holding a book 
and surrounded by thirty-five ecclesiastics, in a carved ivory in the 
Louvre. He explained the thirty-five figures as the successors of 
Mark on the episcopal throne of Alexandria, which would date 
the piece in the reign of Anastasius, the thirty-sixth patriarch, who 
presided over the see from 607 to 609. The same type is used in 
a series of panels in the Museo Archeologico at Milan, and in a 
panel of the Victoria and Albert Museum, representing the Acts 
of St. Mark in the Pentapolis. It is a question, however, whether 
the last-named group is of Egyptian origin, or sufficiently early in 
date to count in this connection. 2 The Freer portrait is thus the 
first published monument definitely to confirm Strzygowski's con- 
tention of a distinctive type for the Evangelist in Coptic art, that 
is, a slightly bald and elderly man, with pointed beard, and much 
resembling the traditional portrait of Paul. 

The date of the covers must be determined chiefly on the basis 
of style, but some evidence on this point is furnished by the manu- 
script itself, which shows traces of rebinding. There are, for 
instance, two cases of the sewing-in of half-leaves, where the 
opposite half has been torn out and is lost. In one case, a half-leaf 
has been torn out and pasted back in the manuscript. All these 
instances show that the manuscript was apart at the time, for the 
ends of the leaves, and the sewing as well, were concealed in the 
binding. The manuscript must therefore have been rebound, and 

1 Orient oder Rom, p. 71 ff., and Oriens Christ. I, p. 366. 

2 See Dalton, Byzantine Art fir» Archaeology, pp. 213 and 234. 
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the worn condition of the leaves, betokening long use, points to 
more than one rebinding. It is likely therefore that the paintings 
of the covers are considerably later than the text, none of which 
antedates the fourth century. 

This is borne out by a comparison of the paintings with other 
Coptic monuments of reasonably certain date, particularly the 
paintings discovered in the funerary chapels at Bawit, and in the 
monastery cells at Saqqara. 1 Cledat, to whom we owe the best 
publications of the Bawit paintings*, allows a range from the fifth 
to the twelfth century for the Bawit monuments in general, 2 and 
is very reluctant to give definite dates to the paintings, though 
inclining to put most of them in the sixth century. Only one of 
the chapels which he explored produced material evidence as to 
date; that is, Chapel XVII, one of whose paintings, decorating a 
niche in the east wall, is reproduced in Fig. 29. Graffiti scratched 
on the walls of this chapel contain dates belonging in the eighth 
century, and the decoration, as Cledat pointed out, must therefore 
be no later than the eighth century, "ou meme Vile." 3 Cledat 
elsewhere says 4 that the paintings of Chapel XVII seem to belong 
to the sixth century. 

It will be noted, in comparing the figures on the covers with 
those in the Bawit painting, that they are cruder than the latter 
in design, but show so striking a similarity to them in the treat- 
ment of details that it is impossible to suppose that the monuments 
are very far apart in date. The apostle on the Virgin's left hand 
in the Bawit painting has many points of contact with the Mark 
and Luke on the covers. We may compare, for example, the 
angular beard of the apostle with that of St. Luke. Again, we 
note a close correspondence in the stripes on the wrists of both 
the apostle and St. Mark, in the black stroke separating right arm 
and breast, in the dots and stripes and the arrangement of the 
drapery, and the way in which the right leg is indicated beneath 
the pallium. The enormous haloes afford another common feature, 
while both the Bawit painting and the covers show the same 
summary way of painting the sandalled foot, and the ground-strip 

1 Cf. for Bawit, Cledat, CompUs rendus de I'Acad. des Tnscr. 1902 and 1904; Mint, de 
VInstitut franc. d y Archtologie orient* XII ; s. v. Baoult in Cabrol, op. tit. For Saqqara, 
J. E. Quibell, Excavations at Saqqara, 1 906-1 907. 

2 Comptes rendus de VAcad. des Inscr. 1902, p. 537. 

8 Mint, de V Instit . franc . d^Arch. orient. XII, 2, p. 83. 
4 In Cabrol, op. tit. s. v. Baouit, col. 229. 
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on which the figures stand. The real difference between the two 
paintings is not one of style, but of quality ; the Bawit figures are 
at once freer and more sure in execution, while the covers betray 
their decadence and a later date by a certain laxity of conception 
and drawing. Another point of divergence is the attitude of 
Mark, who stands in an easy pose, resting the weight of the body 
on one leg, a posture rarely seen in the sixth century, but increas- 
ingly common thereafter, and characteristic of Byzantine art. 




FIG. 29. The Ascension. Painting in Chapel XVI I at BawIt. 

The Bawit figures, on the other hand, are more squarely planted 
on both feet. The same marks of later date, with the exception 
of the attitude of Mark, are visible in a similar painting found in 
Chapel XLII, representing Christ in glory surrounded by the 
symbols of the Evangelists, and below Him the Virgin and Child 
enthroned in the midst of the apostles. 1 Here, if we may judge 
from Cledat s drawing, the treatment of drapery, faces, hands and 
feet betrays the same decadence, and points to the same relative 

1 Cabrol, op. at. fig. 1280. 
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date as that of the covers. This date should be measurably later 
than that of the painting of Chapel XVII. 

We find the style of the covers reflected again in the painting 
reproduced in Fig. 30, which represents part of a group decorating 
a niche in Cell F at Saqqara. In this the crudeness is accentuated, 




FIG. 30. Three Saints. Wall-painting in Cell F in 
the Monastery at SaqqarA. 

and visible in the exaggerated curvilinear treatment of the hands. 
The feet dangle, and the artist found it impossible to render the 
folds of the drapery. We have here a monument obviously later 
than the covers, but the community of style is seen in the triple 
vertical division of the tunic, the arrangement of the drapery of 
the central figure, the angular beards, the indication of the sandals 



Digitized by 



Google 



COVERS OF WASHINGTON MANUSCRIPT 71 

and the dots on the tunics. A graffito scratched on one of the 
figures in the niche was seen by Grenfell, who pronounced it to be 
of the eighth century. 1 It was afterwards washed away by rain, 
but Grenfell's judgment may be taken to indicate the terminus ad 
quern for the date of the painting under discussion. 

The style of the book-covers may, therefore, be traced through 
a series of monuments in which a chronological sequence can be 
established as follows: (1) Chapel XVII, Bawit; (2) Chapel 
XLII, Bawit, and the Freer covers; (3) the Saqqara painting in 
Cell F. The evidence of the graffiti shows that (1) and (3) are no 
later than the eighth century. This establishes the lower limit 
for the period in which the covers must be placed. It remains to 
find the terminus post quem> in other words, to date, if we can, the 
earliest one of our series, the painting in Chapel XVII at Bawit. 
And this is the more important since Strzygowski 2 has questioned 
the propriety of the sixth century as the average date for the 
Bawit paintings, and is inclined to place them earlier than Cledat. 
The composition which decorates the niche in Chapel XVII 
obviously represents the Ascension. Christ sits on a jewelled 
throne in the midst of a glory, blessing with His right hand, and 
holding an open book in His left, on which one reads the word 
ayios, * holy/ three times inscribed. From the clouds that support 
the glory emerge the heads of the Evangelical beasts. To right 
and left are angels carrying wreaths, and near each appears a 
woman's head framed in a medallion. Below we see the Virgin 
and the apostles, with St. Peter holding a key and book in his 
left hand, occupying the place of honor to the right of the 
Virgin. 

The composition is of Syro- Palestinian origin, 3 and first 
appears in a form essentially similar to the Bawit example in 
the Syriac Gospel of the Laurentian Library at Florence, which 
was written in Zagba, Mesopotamia, by the monk Rabulas, in the 

1 Quibell, op. tit. II, p. 67. 

2 Denkschriften der Wiener Akad. (Phil. -Hist. Kl.), 1906: Eine alexandrische 
Weltchronik, p. 193. 

8 The type was derived, according to Heisenberg (pp. cit. II, p. 196 ff.), from a lost 
mosaic of the church of the Apostles in Constantinople, dating in the time of Justinian 
(see p. 55), which formed the model of the composition on the Monza phials, and of the later 
Byzantine versions. It seems more likely, however, that the archetype is to be sought in 
an earlier Palestinian mosaic, and interesting data on this point may be expected from 
Strzygowski's forthcoming publication of the Byzantine gold ornaments in the Morgan 
collection. 
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year 586. The Syrian miniature (Fig. 31) also depicts Christ in 
the glory, and the wreath-bearing angels on either side. As at 
Bawit, we find the Virgin below, standing in an attitude of prayer 
among the apostles. But the miniature adds the busts of the sun 
and moon in the upper corners of the picture, groups the symbols 
of the Evangelists below the glory, inserts two half-figures of 




FIG. 31. The Ascension. Miniature of the Syriac Gospel of Rabulas. 

angels above it, depicts Christ standing, and holding an unrolled 
scroll instead of a book and lastly inserts on either side of the 
Virgin an angel who carries a staff and directs the attention of 
the apostles to the ascending Christ. The two medallions with 
the female heads are also omitted in the manuscript. The chief 
difference is found in the treatment of the lower group. In the 
Rabulas miniature there is much movement, the apostles gaze 
and point upward with expressive gestures and attitudes, and are 
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huddled in groups of six on either side of the Virgin. The latter, 
too, partakes in a measure of the general excitement. In the 
Bawit painting the lower group is stiff and quiet, the apostles 
stand in frontal attitudes holding books in their hands, and are 
rendered in a hieratic fashion that suppresses the dramatic con- 
nection of the lower zone with the scene above. 

The distinctly Palestinian version of the type is represented 
by a number of reliefs on the famous oil-flasks of Monza, which 
were made in Palestine about 600 l (Fig. 32). In these reliefs, 
Christ is depicted seated on a 
throne, and holding a book, as 
at Bawit. The symbols of the 
Evangelists are omitted, and 
two or four angels sustain the 
aureole. A dove and the Dex- 
tera Domini are in one case 
inserted below the glory and 
above the head of the Virgin. 2 
Below stand the Virgin and the 
apostles. The latter are di- 
vided into two groups as in the 
Rabulas Gospel, and usually 
show the excited gestures and 
attitudes of the Syrian type. 
At least one of the flasks, how- 
ever, 3 gives a composition that 
closely resembles the Bawit 
painting, in that only two 

angels are represented beside the glory that surrounds the 
Saviour, and the apostles below are quiet figures standing in a 
row on either side of the Virgin, giving thus the air of detach- 
ment to the lower group which was noted above. 

The conventionalized version of the Ascension type which 
was used in the relief of the Monza flask just mentioned must 
have been in the mind of the artist who composed the peculiar 
mosaic in the chapel of S. Venanzio at Rome (a. 640-649) . 4 This 




Ik 
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FIG. 32. The Ascension. Relief on an 
Early Christian Oil-flask at Monza. 



1 Garrucci, op. cit. VI, pis. 433, 8 . 10 ; 434, 2.3; 435> *• 

2 Garrucci, op. cit. VI, 434, 3. Heisenberg, op. cit. II, p. 198 maintains that in this case the 
artist has adapted the Ascension type to a representation of the Descent of the Holy Spirit. 

8 Garrucci, op. cit. VI, pi. 433, 8. * De Rossi, Musaici cristiani di Roma, pi. XIX. 
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indeed is not an Ascension, but the composition is evidently based 
on the type that we have been discussing, for we see a half-figure 
of Christ among the clouds of heaven in the vault of the apse, 
flanked by two half-figures of adoring angels, and below is the 
figure of the Virgin-orant, with Peter and Paul on either side, 
heading a series of the saints commemorated in the oratory. Here 
again the upper and lower parts of the composition are distinct, 
and the same statuesque pose is given to the saints of the lower 
zone. Another adaptation of the type is found in the painting 
above mentioned in Chapel XL 1 1 at Bawit, where the concept of 
the Ascension again is lost, and the Virgin-orant is replaced by a 
seated Madonna holding the Child in her lap. 

The Bawit painting shows an eclectic use of both the Syrian 
and the Palestinian types of the Ascension. It retains the four 
symbols of the Evangelists which are omitted in the Monza flasks, 
and thus shows affinity with the miniature in the* Rabulas manu- 
script, though it distributes them symmetrically around the 
aureole, and does not group them below it, as is the case with the 
miniature. On the other hand, it coincides more closely with 
the composition of the Monza flasks in rendering Christ en- 
throned and holding a book, instead of standing and holding a 
scroll as He is represented in the Syrian Gospel, and is very 
like one of the flasks, and also like the seventh century mosaic 
of S. Venanzio, in conventionalizing the scene by means of the 
hieratic treatment given the lower group. Judging therefore from 
its iconography, we should incline to give the Bawit painting a 
date coeval with, or somewhat later than, the date of the Monza 
flasks. 

Such imitation of Syro-Palestinian models on the part of 
Coptic artists is by no means new to students of the Christian 
art of Egypt. A fresco at Antinoe representing the Massacre of 
the Innocents is clearly derived from the rendering of the same 
subject in the Rabulas Gospel, and the Journey to Bethlehem in 
the same cycle of paintings is similarly related to the correspond- 
ing scene on the ivory cover of the Etschmiadzin Gospel, which 
is recognized as a Syrian work. 1 A distributing centre of such 
influence on Coptic iconography may have been the Syrian clois- 
ter of Deir es-Suriani, and there in fact we find a tenth-century 

1 I am indebted for these observations to Mr. £. B. Smith. 
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painting of the Ascension, 1 which, while conforming in most 
respects to the version of the Monza flasks, still retains the sun 
and moon of the Syrian type. The earlier painting which it 
replaced has left sufficient traces of itself to show that it was even 
more like the Rabulas miniature in that it contained the two staff- 
bearing angels in the lower group. 

We have said that, so far as the iconography of the Bawit 
Ascension is concerned, it should be dated about 600, or some- 
what later. But dates based on iconography must always be elas- 
tic, and in this case, the strong Hellenistic survivals visible in 
other paintings of Chapel XVII, notably in the head of an angel 
tormenting the damned in a representation of Hell, 2 and in cer- 
tain details of the Baptism of Christ, 3 make it unlikely that the 
decoration of the chapel is later than the sixth century. Nor is 
the formal treatment of the theme, as compared with the livelier 
versions of the Rabulas Gospel and most of the Monza flasks, 
necessarily indicative of a later date, for the tendency toward a 
hieratic rendering is a factor constant in the Coptjc. The white 
cloth in Mary's girdle is of little assistance in determining the 
date, for, while it is characteristic of the Virgin in later Ascen- 
sions, it nevertheless occurs in the Rabulas miniature and has 
been pointed out by Strzygowski in an Annunciation among the 
Syrian miniatures of the Etschmiadzin Gospel, which he dates as 
early as the first half of the sixth century. 4 We shall scarcely 
err, in view of these considerations, in placing the Bawit Ascen- 
sion between 550 and 600. The decadence manifested in the 
style of the book-covers would date them in a somewhat later 
period, and they can therefore be assigned roughly to the first 
half of the seventh century. The middle of this century, or its 
latter half, is thus indicated as the date of the painting in Cell F 
at Saqqara. 

The evolution of Early Christian art is understood to-day 
(thanks chiefly to the investigations of Strzygowski) as the grad- 
ual Orientalizing of the Hellenic forms bequeathed to the Chris- 
tian era by antiquity. The tide of Greek naturalism which over- 
ran the Mediterranean basin in the wake of the conquests of 
Alexander never obliterated the artistic traditions of Egypt and 

1 Strzygowski, Oriens Christ. I, pp 360 ff. a Cabrol, op. tit. fig. 1278. 

• Cabrol, op. tit. fig. 1282. 4 Byz. Denkmaler, I, p. 71, pi. V. 2. 
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Mesopotamia. Hardly had Greek art become established in Asia 
and the valley of the Nile when there began against it and within 
it the reaction of the Orient, traceable in a number of significant 
symptoms such as the obliteration of the background, the growing 
contrast between the lights and shadows, frontality, one-plane re- 
lief, symmetrical composition, and above all a conventional render- 
ing of animate life. 

Egypt furnished perhaps the most fertile soil in which the 
seeds of this reaction could grow. Greek art was really never at 
home in that country. Alexandria itself was the most Hellenistic 
of cities, but the country as a whole clung to ancient modes of ex- 
pression, as indeed may be seen from the small impression made 
by Greek notions on the religious art and architecture under the 
Ptolemies and Rome. The Christian religion, nevertheless, came 
in Greek guise to the Copts as well as to the other peoples of the 
Mediterranean. Its stories and dogmas were cast in Greek ar- 
tistic moulds, and the sanction thus given to Hellenistic forms pre- 
vailed long against the rising influence of Eastern art. 

In Egypt, therefore, the conflict took the form of a duel be- 
tween the Hellenistic Christian fashions of Alexandria and the 
native traditions of Upper Egypt. Alfred Gayet has devoted an 
interesting volume * to the thesis that the Copts, the native Chris- 
tians of Egypt, were but passive recipients of the early Hellenistic 
phase of Christian religion and Christian art, and that the subse- 
quent history of their indigenous painting and sculpture, as well 
as of their theology, is but a series of successive and successful re- 
actions of a spiritual people, lovers of the mystic, dealers in sym- 
bolism, against the materialism of Greek thought. Hence the 
monophysite Coptic theology, and the conventional, unreal Coptic 
art. Certain it is that none of the early schools displayed so 
marked a contrast between its first essays and its later develop- 
ment. The early products of the Christian ateliers of Alexandria 
are the most Hellenic of Christian monuments, with the possible 
exception of the works produced in Asia Minor ; and nowhere at 
a later period do we meet with so crude and conventional a render- 
ing of nature, and so pronounced a tendency on the part of formal 
ornament to elbow out the naturalistic, as in Egypt. Gayet indeed 
finds much to support his contention that Mohammedan polygonal 
ornament is but a development of Coptic design. 

1 VArt Copte, Paris, 1902. 



Digitized by 



Google 



Flail Mil 




M . V • K 



Digitized by 



Google 



76 EAST CHRISTIAN PAINTINf.S 

IVE-oa %ir!"iia. Hardly had Greek art become establish :d in Asm 
and v.'illcv ot the Nile when there began against it nd with';*: 

it li.f : 'aeiion of the Orient, traceable in a number of >ignifieaa» 
soir .-•■r.s Mich as the obliteration of the background, ti c erowh 
(,(>;•;! ., .-: between the lights and shadows, frontality, o: .-plane v 
lie!. - n) metrical toni])osition, and above al! aconvtntio -a! rend , 
in-; - •.' mi mate life. 

b_\pt furnished perhaps the most fertile soil in w ;*'<": ■ • 
s«. ■* .a this reaction could grow. Greek art was u all , ne-t ' 
K^- i in that country-. Alexandria itself was the most 1 Ic!. ^ ■ 
< •? .Ut s, but the country as a whole clung to ancient n ede.- . 
p (. h,.i, as indeed may be se.-n from the small impre^ien » 
bv • :'-'»- i k notions on tin »\!ig^>u- art and architecture nni'a 
Ei« ,. e^s and Rome. 1 ne Lla^tian religion, nevertl class. • 
i. ( , , i- guise to the topis as well as to the other pe >ples • . : : • 
Ai, • Miican. Its stories and dogmas were cast ir Gro \ 
t -> -ilds, and the sanction thus given to Hellcmsti : form- 

\ . ' ^a >; against the rising influence of Eastern art. 

; pt, therefore, the conflict took the form of n d . 
t" : Hellenistic Christian fashions of Alexandra a.- 

n *• • . linns of Upper Egypt. Alfred Gayet has d*. \>a 

it; - . Uime 1 to the thesis that the Copts, die i au\: a 

*',..• ' pi were but passive recipients of the ea:l\ Hen* i 
}■' . - ' . ■- tain religion and Christian art, and that the * < 

t, i- . • »; their indigenous painting and sculp ure, ;> T . 

a- •( tjv, is but a series of successive and snece- * 

a ! . -: iritual people, loxers of the mystic. de.ae r - a - 

;, > * t t!.e materialism i»f Greek thought, tba ■• 

in • Cootie theology, and the conventional, i n; vn ■* 

le a is that none of the early seho. >'.-> e!e 

r. ■ . • <•-,;>* between its first essays ana iu lite" d •<• 

t i\ j'loducts of the Christian ateh* :^ of \'»\ 

: -' iaa.ic of Christian monuments, wa' h the r . 
< ' \a.irks produced in Asia Minor . .>' d no\, - = ' 

a . • *.c meet with ^o cr i* b and con\a a 1 onal a u 

i • . ' -o pronoun ad a n.ndcncy on r b- part of n 

o • * \ out the natura' ; -il(\ as in Kg' ( a Gayet a 

t. , .-art his contend* a) that Molaee d t r| poba* • 

- ] < a • development of ( optic desig . 

1 L Art ( <>pi't\ J'aiis, iqgj. 



Digitized by 



Google 



Plate XIII. 




Luke and Mark 



Digitized by 



Google 



Digitized by 



Google 



COVERS OF WASHINGTON MANUSCRIPT 77 

It may be said therefore that the history of Coptic art is the 
transformation of a free Greek naturalism into a conventional 
style of the crudest character. That this change was conditioned 
in some degree by influences from Syria and Palestine seems 
clear from what has been pointed out with reference to the effect 
of Syro- Palestinian iconography on Coptic representations of 
sacred subjects, but the extent to which these influences made 
themselves effective in Egypt is not yet thoroughly understood. 
It is, however, worthy of note that the time when Syria and Pales- 
tine most affected the rest of the Mediterranean basin, the sixth 
and seventh centuries, is also the period when the last vestige of 
Hellenism was squeezed out of Coptic art. 

To illustrate in detail the evolution of the Christian art of 
Egypt ls no P ar * °f the Present writer's task, but its general 
character may be indicated briefly by pointing out certain changes 
which gradually manifested themselves in the- treatment of the 
human figure. As is well known, later Greek art showed a 
pronounced preference for a figure in free movement, unconfined 
to a given plane, in contrast to the frontality, or unifaciality, 
which characterizes Oriental art, and the earlier phases of Greek. 
This preference expressed itself most often in a fondness for the 
three-quarters view of the face and body, and the artists, particu- 
larly in the Roman period, frequently enhanced this effect by 
shifting the pupil of the eye in a direction angular to that toward 
which the face was turned, giving the appearance of a sidewise 
glance. It is this oblique gaze which marks the survival of 
Hellenistic tradition in Christian art wherever it is found, — in 
the primitive phase before the frontality of the East brought in 
the curious stare that is so marked a feature of the mosaics of 
the sixth and seventh centuries, and in the post -iconoclastic 
Byzantine, when a fresh infusion of Hellenism followed a revival 
of interest on the part of the East Christian craftsmen in their 
Greek patrimony. 

This feature might be illustrated by any number of examples 
drawn from Egyptian monuments which reflect the early Alexan- 
drian style, such as the Joshua Roll and the famous illustrated 
codices of Cosmas Indicopleustes. It will be more interesting 
to examine an example wherein the Hellenistic element is but 
a reminiscence struggling to view through the already dominant 
Coptic formalism. Such a case is presented by the miniatures 
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of Fig. 33, which adorn a page of a History of the World, written 
in Greek on papyrus, now in the Golenisheff collection at St. 
Petersburg. 1 The text on the page contains a chronicle of 
the events of the years 389-392. In the illustration above to the 
left, we see the Emperor Theodosius, with the diminutive and 
hardly visible figure of the Caesar Honorius at his right. Below 




FIG. 33. Miniatures of a History of the World in the 
Golenisheff Collection at St. Petersburg. 

this group stands Theophilus, bishop of Alexandria, and beneath 
his feet is the temple of Serapis, within which appears the statue 
of the god, wearing the characteristic modius on his head. The 
miniature refers to the great achievement of Theophilus' reign, — 
the destruction of the Serapeion by the Christians of Alexandria. 

1 Published by A. Bauer and J. Strzygowski in Denkschriften der Wiener Akad. 
(Phil.-Hist. Kl.) 1906. Cf. also Wilperfs critique of portions of Strzygowski's article in 
Rom. Quartalscrift, 191 o, pp. 1-29. 
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The theatrical figure to the right is the pretender Eugenios, 
whose death is chronicled in the accompanying text, and below 
him we see again the temple of Serapis, assailed by two fragmen- 
tary figures of Christians, who are hurling stones at the structure. 
The manuscript is assigned by Strzygowski to the early part of 
the fifth century, and betrays in many ways an origin in Upper 
Egypt, thus constituting one of the earliest 
existing examples of native Christian art. 

The reaction against the traditions of Hel- 
lenism may here be seen in the frontality given 
to the figure of Theophilus, the elimination of 
any rendering of environment, the flatness of the 
modelling, and indeed the general unreality of 
the whole. Yet even here the telltale traces 
of Greek technique are visible in the sidewise 
glance of the eyes and the three-quarters pose 
of the dying Eugenios. The face of the latter 
marks in striking manner the decay of Hellen- 
istic drawing. The Greek habit of drawing 
the face in a three-quarters view has led the 
artist to a summary indication of eyebrow and 
nose by a zigzag stroke ; thus ~L j~» a device 
which was employed in the features of Theoph- 
ilus. But in the face of Eugenios he gives 
us a zigzag which points the nose toward the 
right, while the head and gaze are turned in 
comical contrast to the left. Such an instance 
of misapplied technical tradition is eloquent 
of the painter's waning grasp of reality. 

It is obvious that the forms of naturalism will 
survive longer in episodes and scenes of action 
than in isolated figures like that of Theophilus 
or groups of the kind we have seen in the Bawit 
paintings. It is worth while therefore to compare in this con- 
nection another Coptic monument which shows the growth of 
Coptic convention even in the rendering of episodic scenes. 
This monument (Fig. 34) is a wooden panel in the same Goleni- 
sheff collection, first published by Ainaloff in 1898. 1 Certain 




FIG. 34. The Nativ- 
ity and the Bap- 
tism. Painted 
Wooden Panel in 
the golenisheff 
Collection at St. 
Petersburg. 



Viz. Vremcnik, V, pp. 181-186, pi. II. 
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affinities with the Rabulas Gospel which are manifest in the panel 
make it certain that it is to be dated at least a hundred years later 
than the " History of the World." Strzygowski * believes that it 
formed one of the side pieces of a five-part leaf of a diptych, a 
form common in Christian ivories, but of which this would be the 
only example in wood. The upper scene represents the Nativity. 
Mary reclines upon a couch, and Joseph is standing or seated be- 
side her. Above is the crudest sort of representation of the Child 
in the manger. His head is marked with a cruciform nimbus 
which tapers off to form the shapeless body. Behind the Child 
appears a portion of the head of the ass. The lower scene is the 
Baptism. Christ is bearded (a departure from Hellenistic tradi- 
tion), John bends slightly to place his right hand on the head of 
the Saviour, and an angel to the right holds His garments. 

There is scarcely anything in Christian art more uncouth than 
this panel. The staring frontality of the faces, which the artist 
has been unable to escape even in the bent head of the Baptist, 
the joining of the adjacent haloes, the summary indication of the 
swaddled Child, the hopeless crudity of the reclining Mary, — be- 
token an almost completely atrophied sense of the actual. Only 
here and there may Hellenistic tradition be surmised — in the 
face of the angel perhaps, and more clearly in the zigzag stroke 
still used to indicate the brow and nose, but already supplemented, 
to render the nasal ridge, by a secondary parallel line. 

The Golenisheff panel, being painted on wood, is an excellent 
parallel for our book-covers, and there are many features common 
to both monuments. Such are the heavy black outlines, the 
enormous haloes, the angular beard of Joseph, the peculiar curve 
to indicate the hair above the middle of the forehead, and the 
circle and dot with which the artist draws the eye and pupil. 
But the panel shows its earlier date in the use of gold for the 
nimbus, and a stucco priming on which the painting is overlaid 
— features reminiscent to a degree of Hellenistic technique. The 
book-covers, on the other hand, substituting plain yellow for the 
haloes, and showing no trace of priming, reflect the processes of a 
later period. 

The Freer book-covers in fact represent the final step in the 
evolution briefly sketched, the fully developed Coptic style. No 

1 Op. cit. p. 201 . 
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trace of Hellenism remains in these curiously formal figures, un- 
less it be the easy attitude of Mark, which, as previously sug- 
gested, is rather an indication of Byzantine influence. The ridge 
of the nose is now rendered by two parallel lines, bodies and faces 
are flat, the figures repeat conventional types, and differentiation 
is merely a matter of color of hair and drapery. The complete 
divorce from reality reflects the last stage of the Coptic revolt 
against the formulas of Hellenism. The covers are unique 
examples of the purest artistic expression of this strange race of 
symbolists, devoid at once of that interest in things human which 
inspires the rudest works of Western Europe, and the sense of 
abstract beauty which relieves the most formal phases of the 
Byzantine. 
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PREFACE 

The following pages present a description of thirty-six objects 
belonging to a notable gold treasure of the late Roman period 
found in Egypt. The description is intentionally full ; since the 
evidence at our disposal for acquaintance with the jeweller's art 
of this period is comparatively meagre, it was thought that the 
publication of a detailed study might be of interest. Brief notices 
of the treasure appeared in the American Journal of Archaeology, 
vol. XIV (1910), pp. 79-81, and vol. XVII (1913), p. 93. 

The writer is deeply grateful to those in charge of the Euro- 
pean collections containing similar objects for their unfailing 
courtesy in affording every facility for the study of the valuable 
material which he desired to examine. He especially appreciated 
the kindness of Professor Robert Zahn of the Berlin Antiquarium, 
Herr Friedrich Ludwig von Gans of Frankfurt, and Mrs. Walter 
Burns of London, as well as of Mr. Charles L. Freer, and the late 
J. Pierpont Morgan, in making it possible to bring together, in 
a single monograph, the various portions of the divided treasure ; 
an4 he is under much obligation to Mr. Freer, Mr. J. Pierpont 
Morgan, Jr., and Mr. William H. Murphy, of Detroit, for their 
generous support of the publication. 

The drawings showing details of the bracelets in the Morgan 
Collection were made by Mr. E. B. Edwards; those illustrating 
details in the Freer Collection, by Mr. R. Suarez. The helio- 
type plates were executed by The Heliotype Company, of Bos- 
ton, from photographs kindly prepared under the direction of 
Mr. Zahn, Sir Hercules Read, the Metropolitan Museum, and 
Mr. George R. Swain. 

Sir Hercules Read and Mr. G. F. Hill, of the British Museum, 
and Mr. Zahn, very kindly verified in the proof-sheets a number 
of details relating to the objects in London and Berlin. 

WALTER DENNISON. 

SWARTHMORE, PENNSYLVANIA, 

March, 191 7. 
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I. THE TREASURE AND ITS DISTRIBUTION 

Early in the year 1909 a collection of objects belonging to a 
gold treasure of the late Roman period came into the hands of 
a well-known antiquary of Cairo. In April of that year nine of 
the objects were purchased by Mr. Charles L. Freer, of Detroit, 
Michigan, becoming a part of his private art collection in that 
city. 1 These were a large medallion (numbered 2 in our list ; see 
p. 117), three small medallions (nos. 5-7), a pair of armlets (22-23), 
a pair of earrings (20-21), and a statuette of rock-crystal (no. 36, 
p. 1 64).* Somewhat later six objects of the same treasure were 
acquired by Herr Friedrich Ludwig von Gans, of Frankfurt, 
Germany, and were presented by him, with the von Gans collection 
of objects of art, to the Antiquarium in Berlin. These comprised 
a large medallion (no. 4, p. 127), a necklace (14), and two pairs of 
bracelets (30-33). 3 

The same antiquary of Cairo later obtained sixteen objects, 
of which all excepting two 4 (nos. 8, 9, and perhaps also 24, 25), 
purported to belong to the same treasure. Ten of these were 
purchased in 191 2 by the late Mr. J. Pierpont Morgan, of New 
York: a pectoral (no. 1, p. 109), three necklaces (8-10), a pair of 
earrings (16-17), and two pairs of bracelets (26-29) . 6 The remain- 
ing six objects were presented by Mrs. Walter Burns, of London, 
to the British Museum: a necklace (no. 11, p. 143), abreast chain 
(15), a pair of earrings (18-19), and a pair of bracelets (24-25). 

1 These objects will ultimately be transferred to the Smithsonian Institution in Wash- 
ington, D. C, where they will be placed with the other collections in the gallery to be 
erected by Mr. Freer. 

2 Mr. Freehs purchase included also twenty small round pearls that are loose; since 
they do not belong with the gold objects obtained by him, it is possible that they became 
detached from some of the other pieces in the treasure. 

■ Briefly referred to by Dal ton, Byzantine Art and Archaeology (Oxford, 191 1), p. 544, 
footnote 1, and published in detail by Professor Robert Zahn, in 191 3, in Amtliche Berichte 
aus den k'dniglichen Kunstsammiungen : Beiblatt zum Jahrbuch der kdnigltchen preuszischen 
Kunstsamndungen (XXXV, no. 3). The study and interpretation of these objects were 
made by Professor Zahn and the writer independently. 

4 Said to have been found at Alexandria. 

6 Now exhibited by his son in the Metropolitan Museum, New York. 
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Finally in 191 3 Herr von Gans purchased four additional objects: 
a pectoral (no. 3, p. 121), two necklaces (12-13), anc * a cross (35); 
and in 19 14 he acquired a single bracelet (no. 34, p. 163). 1 

With the exception of two necklaces (nos. 8 and 9 of our list, 
pp. 140, 142), which are reported to have come from Alexandria, and 
possibly a pair of bracelets (nos. 24 and 25), it is not possible to 
affirm with certainty in what place the treasure was found, or even 
to determine whether the pieces were all found in the same place ; 
some pieces, however, betray striking resemblances to one another, 
and undoubtedly were the product of the same school of work- 
manship. The objects were brought to the antiquary by Arab 
peasants at different times, and in a secretive manner ; it is well 
known that the Arabs who find objects of value usually evade 
inquiries about their " finds," or refuse outright to reveal the place 
of discovery. 

At first it was reported that the treasure was found near 
Tomet, a village in the vicinity of Assiut in Upper Egypt; 2 later 
it was believed that the place of discovery was Sh&kh Abada, the 
ancient Antinoe, on the east bank of the Nile, opposite Eshmou- 
nein. Several of the objects (nos. 1, 2, 3, 4, 14, 26-31) are in part 
covered with sand, consisting of reddish, flint-like particles which 
adhere firmly. It is probable that these objects lay for centuries 
in some spot in the desert, having been hidden, it may be, in time of 
danger; 8 this may possibly have been just before the Arab Conquest, 
in the middle of the seventh century. The existence of sand on 
some objects, and not on others, naturally prompts the suggestion 
that the pieces were not all deposited, or found, in the same place. 

All the objects, excepting the statuette (no. 36, p. 164), are of 
gold, and many are ornamented with jewels (nos. 7, 9-14, 16-21, 
28, 29, 32-35). The jewels are those commonly employed in late 
antiquity for gold ornaments; 4 they are emeralds (smaragdus, 

1 The writer's description of the five objects last mentioned is based upon notes gen- 
erously furnished by Professor Zahn. 

2 Zahn (op. cit., p. 88) was told that the treasure was found in the ruins of a cloister. 
If such was the case, these objects may have been monastic or ecclesiastical property. 

8 Although it is unnecessary to cite parallels, in this connection it seems pertinent to 
recall Appian's statement (De Bell. Civ. 4, 73) that in 43 B.C. the Rhodians buried their 
gold and silver valuables in pits and tombs to prevent them from falling into the hands of 
Cassius. 

4 Marshall, Catalogue of Jewellery, Greek, Etruscan, and Roman, in the Departments 
of Antiquities in the British Museum (London, 191 1), p. lvii fol., and Daremberg et 
Saglio, Dictionnaire des Antiquitls grecques et romaines, article "Gemma." The best 
account of gems given by a Greek or Roman writer is in Pliny's Natural History, Book 37. 
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crfidpayhos), sapphires (ancient name not certainly known), pearls 
(margarita, fLapyapirr)?), and amethysts {amethystus, d/i^Wros) ; 
glass-paste {vitrum annulare, \idivov yyrov) and mother-of-pearl 
(concha) also were used. 

The emeralds in shape are elongated, hexagonal, or cylindrical, 
and are pale green in color ; those found in Cyprus were especially 
prized in antiquity. Plasma (prasius, npdaio^ sometimes perhaps 
called smaragdus), a green variety of chalcedony colored by 
metallic oxide, often occurs in Roman jewelry; on account of 
its usual form it is possible that this is the jewel described by the 
Roman writers as cylindri. 1 The sapphires, as evidenced by the 
shade, are from Ceylon. They are usually bead-shaped, and in 
some instances exceptionally large (nos. 14, 28, 29, pp. 146, 158). 
Their color ranges from a purplish blue to a very pale blue, while 
some have an amethystine tinge. The pearls, which also were 
imported from the Orient, are more often round, sometimes excep- 
tionally large (uniones) ; others are pear-shaped (elenchi)? Pearls 
almost always, sapphires and emeralds usually, were set on a pin 
or wire which passed through a boring that pierced the stone 
lengthwise. The pin held the jewel in place by being made blunt, 
or wound in a small coil, at its end. 

The settings for the jewels are of a great variety ; in shape 
they are circular, cylindrical, square, cubical, and oval. There 
are truncated cones, and inverted pyramids; petals, band-rings, 
wire-rings ; pear-shaped or almond-shaped settings, 3 a form possibly 
suggested by the lateral leaves of the palmette ; clusters of cylin- 
drical and palmette settings also, and rosette plaques, occur. The 
sets are sometimes held in place with claws (nos. 12, 14, 28, 
29). The solid settings are backed with gold foil. On the ear- 
rings (nos. 20 and 21, p. 153) chiselled lunate and oblong set- 

1 Hermes, vol. I, 345. 

2 Bliimner, Technologic und Terminologie der Gewerbe und Ktinstt bei den Griechen 
und Romern (4 vols., Leipzig, 1 875-1 879, vol. I, ed. 2, 191 2), II, p. 379 fol. Pearls were 
greatly prized and were used for necklaces, earrings, and in other ways (Pliny, JV. H. 9, 
106-124 ; 37, 17). Dealers in pearls {tnargaritarii) are often mentioned in Roman inscrip- 
tions, as C.I.L. VI, 9544-9549. According to the Notitia there was a Porticus Margarita- 
ria in Rome in the eighth Region ; the exact location of it is in dispute. 

8 Fig. 56. Zahn {op. tit., p. 89) calls this form of setting pear-shaped or almond- 
shaped. The same form occurs on Kyrenia and Mersina objects ; Dalton {Byzantine Art 
and Archaeology, Fig. 317 and p. 541 fol.) explains it as due to oriental and Persian influ- 
ence; see also Myres, The Reliquary and Illustrated Archaeologist, IV (1898), p. 109, 
Fig. 1. Riegl, Die spatrotnische Kunstindustrie nach den Funden in Osterreich-Ungarn 
(Vienna, 1901), also refers to it (p. 142). 
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tings are found; similar settings appear on the cross (no. 35, 
p. 164). 

The ornamentation is varied and pleasing. There are three- 
petal designs (nos. 1, 2, 3, 4, 11, 30, 31), as well as four-petal (2) 
and nine-petal (1) designs; usually they have a pellet center, but 
on two objects (nos. 1 and 3) the center is occupied by a rosette. 
Allied with this design is a small disc with pellet center (nos. 26, 
27). Pellets are also placed in the vacant spaces of spirals, and 
are employed to represent bunches of grapes (nos, 1, 2, 3) ; they 
appear frequently on loops, and elsewhere. Globules produce the 
appearance of pearls strung on wires (nos. 2, 4, 5, 6, 7). 

A common ornamentation is an edging of beads of varying 
size. In two instances (nos. 28, 29, p. 157), the rims are edged with 
a delicate design similar to the Greek bead moulding. Spirals 
occur in filigree (nos. 1, 2, 3), in open work (nos. 1, 2, 3, 9, 11, 32, 
33), and are also chiselled (nos. 5, 6, 7); there are bow-spirals 
(nos. 1, 2, 3, 10, 11), wire coils (nos. 32, 33), and twisted wires 
(no. 34). Scrolls were used in the decoration of several objects 
(nos. 15, 18-21, 32, 33). Among leaf designs we see the lotus 
bud (nos. 4, 14,) 15), palmette (nos. 4, 14^ 15), and ivy leaf (nos. 

8, 15). 

Open work (£ jour) l is quite characteristic, often represent- 
ing geometric designs (nos. 8, 14^ 26, 27). Chiselling is frequently 
resorted to (nos. 1,3, 4, 12, 15, 18-21, 24, 25, 28-31, 35). Bosses, both 
plain and edged with beads, are occasionally introduced. Particu- 
larly pleasing designs are a shell-shaped ornament (nos. 22, 23), 
and doves in open work (nos. 26, 27). The symmetrical arrange- 
ment of numerous patterns is noteworthy (nos. 11, .14, 15, 28, 29, 
32, 33). The soldering 2 is usually done with skill, and is often 
concealed by some design ; the frames are occasionally strength- 
ened by the insertion of strips, or square plugs (nos. 1, 3, 4, 34). 

Chains have single and double links, or are plaited ; they have 
ornamental ends (as no. n, p. 143). Hinges have three or five 
joints, in alternation ; they are fastened by means of pins, which 
are finished with gold pearls (nos. 2, 4, 30-33), a faceted head 
(no. 34), real pearls (nos. 28, 29), or animal heads in gold (nos. 26, 
27); on the necklace, no. 14, and elsewhere, the hinge was care- 

1 Marshall, op. cit. (p. xlix), suggests that this may be the aurum interrasile of Pliny, 
N.H. 12, 94. 

2 Pliny, N. N. 33, 93, has a section on gold solder. 
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Plate II 




The Emperor Justinian : Detail op a Sixth Century Mosaic in the 
Church of S. Vitale at Ravenna 

Conspicuous Objects of Decoration are the Diadem and the Elaborate Fibula 
on the Right Shoulder, both set with Mother-of-Pearl and Precious Stones 
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fully concealed. The hinge pins are often in the form of screws ; 
the threads were made by soldering a fine wire, spiral-wise, around 
a smooth pin (Figs. 19 and 57). The pins unscrewed from left to 
right. 1 In one case (no. 3, p. 121) the hinge is fastened with a 
smooth pin finished with a flat head. Rings for suspension are 
of wire, or ribbed, or a plain band. 

The objects in the collection range in date from the third to 
the sixth century a.d. ; the majority belong to the latter period. 
The Morgan and Berlin pectorals (nos. 1, 3, pp. 109, 121), and the 
small Freer medallions (nos. 5, 6, 7), from the evidence of their 
coins, must be as late as the middle or latter half of the sixth cen- 
tury. Similar evidence would put the large Freer medallion (no. 
2, p. 117) as late at least as the end of the fourth century, but its 
style and decorative design make it almost certainly contempora- 
neous with the Morgan pectoral (no. 1, p. 109). Probably the 
pieces numbered 4, 11,(14* J 5» 18-21, 26-35, anc * perhaps nos. 12, 
13, 22, and 23 also, belong to this period. The necklace num- 
bered 8 (p. 140) is necessarily as late as the middle of the third 
century, and is perhaps not much later; the necklace numbered 
10 (p. 142) with probability also belongs to this century, but an- 
other necklace (no. 9, p. 142) may be later, while other objects (nos. 
16, 17, 24, and 25) may be even earlier. The statuette (no. 36, 
p. 164) is perhaps not later than the sixth century, and is possi- 
bly a century earlier. 

At the period represented by our collection there were ateliers 
of goldsmiths working at Alexandria, in Syria, and at Constanti- 
nople. With the evidence at present available one could not with 
certainty attribute our objects definitively to Alexandria or Syria. 
Topographical reasons, if w^ regard the place of discovery, would 
favor Alexandria. On the other hand, the workmanship of some 
of the pieces is similar to that of a silver treasure found in Cyprus 
(see p. 103), which is presumably a Syrian product. It seems to 
be fairly certain that the objects in the collection were produced 
by Egyptian-Syrian ateliers, rather than by those of Constanti- 
nople; with the possible exception of the Berlin medallion (no. 4, 
p. 127), they betray but little of the formalism that characterizes 
Byzantine art. There is some reason for supposing that this 

1 Professor Zahn, of the Berlin Antiquarium, is shortly to publish in the Jahrbuch des 
Arch, Instituts an exhaustive study of the screw as used in antiquity, based upon monu- 
mental and literary sources. 
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medallion is a product of Coptic art ; the matter is discussed else- 
where (p. 1 34). Certain other pieces in the collection are orna- 
mented with designs that also show Coptic influence. 1 While 
this naturally has an important bearing on the question of origin, 
the attribution of the sixth century objects of this collection defi- 
nitely to Egypt or to Syria is, with our present evidence, hardly 
permissible. 

It would be interesting to speculate on the precise use to 
which these beautiful objects were put, even if speculation be 
fruitless. It is likely that the men and women whose persons 
the medallions and other pieces were intended to ornament, were 
people of more than ordinary importance. The objects may have 
been presented as tokens of imperial favor, but it seems impossible 
to connect them with any known historical event. Gregory of 
Tours, writing in the sixth century, relates 2 that when ambassa- 
dors of King Chilperic returned from the emperor Tiberius II 
Constantinus (581 a.d.), they brought gifts: 4 He showed gold 
coins, each weighing a pound, the gift of the emperor ; these had 
on one side a representation of the image of the emperor and the 
legend, of tiberius constantinus, forever Augustus, 3 and on 
the other side a four-horse chariot and driver, with the legend, 
glory of the Romans. He showed also many other decorative 
objects, which were displayed by the ambassadors.' 4 

The sixth century was one of luxury, when jewelry was an 
important branch of art, and other writers also of the fifth and sixth 
centuries describe the splendor and magnificence of the jewels and 
the gold and silver ornaments of their time. The well-known 
mosaics in the church of S. Vitale at Ravenna, which represent 
Justinian (Plate II) and the Empress Theodora (Plate III), 6 illus- 
trate how extensively rich personal decorations were worn by the 
notables of the time. Not only the diadem of Justinian, but the 
bejewelled clasp {fibula) on the right shoulder, must have shone 

1 See pp. 136, 159, 161. 2 Hist. Franc. VI, 2. 

8 A coin of Tiberius Constantinus is shown in this book, Fig. 25. 

4 Aureos etiam singularium librarian pondere, quos imperator mis//, ostendit, haben- 
tes ab una parte iconam imperator is pictam, et scriptum in circulo: TIBER I l CONSTAN- 
TINI PER pet Uf AUGUST I; ab alia vero parte habentes quadrigam et ascensorem continen- 
t esq ue scriptum : GLORIA romanorum. Mult a enim et alia ornament a, quae a legatis 
sunt exhibit a ) ostendit. See remarks by Wroth, Imperial Byzantine Coins in the British 
Museum (London, 1908), I, p. 105. 

6 Published in various places, as Dalton, Byzantine Art and Archaeology ', p. 356, Fig. 
213; Revue Archiologique y vol. VII (1850), Plates 145, 146. 
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Plate III 




The Empress Theodora : Detail of a Sixth Century Mosaic in the 
Church of S. Vitale at Ravenna 

The Empress wears a Diadem, Earrings having Long Pendants, Necklaces, and 
an Elaborate Fibula on the Right Shoulder. These are set with Precious 
Stones of Different Colors, with Pearls and Mother-of-Pearl 
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with a brilliancy to which a description could hardly do justice. 
Still more elaborate and imposing is the empress's display of jewels, 
in diadem and headdress, in earrings with their long pendants, 
necklaces, and the fibula on the right shoulder. The mode of 
wearing the diadem is more distinctly shown on the head of a late 
emperor, unidentified, at Barletta (Plate IX). 

Objects of approximately the same period as ours, some of 
them belonging to remarkable "finds," are preserved in various 
private and public collections. In 1797 twenty-four Roman medal- 
lions, and other objects of jewelry of the fourth and fifth centuries 
a.d., were accidentally discovered near Szil£gysoml<5, in Hungary, 
on the slope of the Maguraberg. In 1889 there were found not 
far from the same place several other beautiful pieces of about the 
same period. 1 All these objects are now in the Royal Museum 
at Vienna ; the medallions are referred to elsewhere (p. 104). In 
the vicinity of Kyrenia, in Cyprus, a remarkable gold and silver 
treasure belonging to the sixth or beginning of the seventh century 
was brought to light shortly before 1900 and in 1902. 2 Some of the 
pieces of our collection show a marked resemblance to objects belong- 
ing to this Cyprus treasure (pp. 140, 146, 156, 164). Other treasures 
coming from Mersina, and now preserved in the Hermitage at St. 
Petersburg, are published by Kondakof. 8 Single finds, and objects 
whose provenance are unknown, are mentioned in our descriptions. 

Gold coins and medallions 4 were often mounted in antiquity 

1 Hampel, AUertHmer desfriihen MittelaUers in Ungarn (3 vols., Braunschweig, 1905), 
II, pp. 1 5-39, Taf. 14-31 ; see also Riegl, Die spatromischc Kunstindustrie nach den Funden 
in Osterreich-Ungarn. 

'Sambon, Trlsor tforfevrerie et d" argent erti trouvi a CAypre, Le Musie: Revue 
tPart mensuelle, III (1906), pp. 1 21-129; Diehl, Manuel d^Art byzantin (Paris, 1910), 
pp. 294 fol. ; Dalton, op. cit., pp. 541 fol., 572 fol. 

• Russkie Kladui ("Russian Treasures"), St. Petersburg, 1896. In a private letter 
Mr. Dalton has kindly informed the writer of the existence, in the Hermitage at St. Peters- 
burg, of an unpublished gold necklace and earrings, set with gems, said to have come from 
Egypt and dating perhaps from the fifth century. 

4 The word " medallion " in its present sense may be traced to Italian usage of the 
fifteenth century ; the Romans employed the word nomisma. While the Roman medallions 
of gold had a monetary character, as for as their weight, dimensions, types, and legends 
were concerned, being in feet multiples of current coins, they were probably not intended 
to be put into circulation as currency. They were undoubtedly struck by imperial order 
to commemorate great historical events, or to be presented as marks of the emperor's favor 
to foreign princes, ambassadors, or other distinguished persons ; in the latter case they 
were frequently provided with a ring or other means of suspension for wearing around the 
neck. Discs of metal, particularly with open-work, are also called u medallions." 

See Gnecchi, I Medaglioni Romani (3 vols., Milan, 191 2) ; Froehner, Les Medallions 
de V empire romain (Paris, 1878) ; Cohen, Monnaies frappies sous P empire romain (8 vols., 
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for purposes of jewelry. 1 They were encircled in an ornamental 
frame, with a loop or hinge for attachment, or were merely pro- 
vided with a loop, or pierced. Usually the larger medallions have 
a decorative frame, and the smaller ones are pierced or provided 
with a ring. This treatment of coins removed them from circula- 
tion, and placed them in the class of medallions. Silver medallions 
were hardly ever framed, but were sometimes pierced. Bronze 





FIG. 1. Gold Framed Medallion of Caracalla, now in Paris. 

Provided with a loop for suspension. Original size. 

,1 

medallions were frequently surrounded by a frame, but were not 
provided with rings for suspension. 

In the Szildgysomld collection in Vienna, to which reference 
has already been made, are several fine examples of such jewelry. 
There are coins and medallions of Maximianus (Gnecchi, Tav. v, 
4), 2 Constantine the Great (Tav. vi, 8), Constantius II (Tav. xi, 8, 
12 ; our Plate IV), Valens (Tav. xv, I ; xvi, i, 2, 3 ; xvii, 1 ; xviii, 2 ; 
our Plate V), and Gratianus (Tav. xviii, 4). In the Cabinet des 

Paris, 1 880-1892) ; Gnecchi, Monete Romane (Milan, 1907), especially pp. 249, 250; and 
Maurice, Numismatique Const ant inienne (Paris, 1908), especially vol. I, p. 149, no. 8, PI. 
xin, 8 ; on the Vienna medallions see also Kubitschek, Atisgewahlte rom. Medaillons der 
Kaiser I. Munzensammlung in IVien (Vienna, 1909), and Arneth, Die Antiken Gold- und 
Silber-ornamente der K. K. Miinz- und Antikencabinettes in Wien (Vienna, 1850). On 
Roman medallions in general information may be found also in Babelon, Traiti des Afon- 
naies grecques et romaines, vol. I, pp. 652 fol. ; Lenormant, La Monnaie dans Vantiquitt 
(3 vols., Paris, 1878-79), I, pp. 4 fol. ; and Gnecchi, La Medaglia presso i Romania Rivista 
/tat. di Numismatica, XXIV (1911), pp. n-18. 

1 Cf. the statement of Pomponius, Dig. VII, 1, 28: * Ancient gold and silver coins, 
which it is their custom to use in place of jewels ' {ATomismata aurea vet argentea Vetera, 
quibus pro gemmis uti solent) . 

2 The references in parentheses are to Gnecchi, / Medaglioni Romania but most of the 
medallions will be found also in the works mentioned in footnote 4, p. 103. 
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Medailles in Paris are two of Caracalla, the earliest known framed 
coins (Tav. i, 3; i. 6; our Fig. 1), one of Honorius (Tav. xx, 1; 




FIG. 2. Gold Framed Medallion of Honorius, now in Paris. 
Provided with a loop for suspension. Original size. 

our Fig. 2), and one of Galla Placidia (Tav. xx, 2 ; our Fig. 3) of 
unusual beauty. The frames of the last two are identical in design, 





FIG. 3. Gold Framed Medallion of Galla Placidia, now in Paris. 
Provided with a loop for suspension. Original size. 

that of Honorius being somewhat larger. An especially fine 
medallion of Tetricus (Froehner, 231, 386) was stolen 1 from the 

1 Doubtless many other medallions, because of their intrinsic value, were stolen or 
melted down, both in antiquity (see Lampridius, Life of Alexander Severus, 39) and in 
modern times. 
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Cabinet des Medailles in 183 1. In the Kaiser Friedrich Museum 
at Berlin is a medallion of Valens (Tav. xv, 2) and one of Theodo- 
sius (Tav. xix, 12; our Fig. 4). 

More than fifty gold coins and medallions which have been 
transformed into articles of jewelry are known up to the present 
time; most of them are reproduced in Gnecchi's plates. Some 
are worn on one side by constant use (so Gnecchi, Tav. v, 4 ; vi, 
8; vii, 10; xi, 8; xviii, 4). None of the designs of the ornamen- 
tal frames, however, show any resemblance to those of our collec- 





FIG. 4. Gold Medallion of Theodosius, now in Berlin. 
Provided with a loop for suspension. Original size. 

tion, which were evidently produced by a different school of 
goldsmiths, and present types of exceptional interest. 

Gold coins were frequently mounted also, in beautiful settings 
of gold, in necklaces, bracelets, earrings, brooches, and similar 
objects. 1 A necklace in the Cabinet des Medailles, Paris, found 
in 1809 at Naix (ancient Nasium), has framed aurei of Hadrian, 
Septimius Severus, Caracalla, and Geta (Plate XXVIII) ; 2 another 
from Syria, now in the Berlin Antiquarium (unpublished), contains 
aurei of the third century. An armlet with gold coins of Marcus 
Aurelius, Caracalla, Gordian III, and Claudius Gothicus, is in 
Vienna. 3 Examples of rings and brooches set in this manner 4 

1 Daremberg et Saglio, Diet, des Ant., articles " Armilla," " Inaures," "Gemma," " Mo- 
rale " ; and Cabrol, Diet, d" Arehiologie chrttienne et de Uturgie, article " Bracelet." 

2 Babelon, Guide au Cabinet des Mt dailies et Antiques de la Bibliotheque Nationale 
(Paris, 1900), p. 168, Fig. 68. See below, p. 142. 

8 Arneth, op. eit., p. 35, Plate G, xi, 206. 

4 Marshall, op. eit. y nos. 2860, 2868-2870; Kondakof, Russkie Kladui, Fig. 106; For- 
rer, Reallexicon der prahist. klass. und friihehrist '. Atterttimer (Berlin, 1907), PI. 134. 
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are preserved in the British Museum and elsewhere. A gold 
medallion of Theoderic also was thus transformed. 1 Similarly 
decorated are a girdle belonging to the Cyprus treasure, 2 with 
four large cast medallions of Mauricius Tiberius, and twelve solidi z 
of emperors of the fifth and sixth centuries (Plate XXV); and a 
patera found at Rennes in 1774, now in Paris, was decorated with 
sixteen imperial aurei ranging from Hadrian to Julia Domna. 4 

Medallions intended for suspension about the neck, especially 
Christian medallions, seem to have had a prophylactic or talis- 
manic significance. 6 They were known as encolpia (cV koKitol^ 
'on the breast'). Two of these, of gold, were found in 1882 in 
Adana, in Cilicia, and are now in Constantinople (Fig. 30) . 6 Gold 
particularly was supposed to have a prophylactic power, 7 and it 
was believed that the representation of Alexander the Great pos- 
sessed a magic character. 8 Since the prophylactic element is 
found also in Christian medallions, 9 it is probable that our piece 
numbered 4 (p. 127) belongs to this class. 

1 Gnecchi, I Medaglioni Romani, Tav. xx, 3. 

2 Sambon, Le Musie; Revue d'Art mensuelle, III (1906), PI. xxi. 
8 For the solidus and aureus see p. 112, footnote 1. 

4 Babelon, Guide au Cabinet des MldailUs, p. 184, Fig. 71. 

6 See De Rossi, Bulletino a? Archeologia cristiana, 1869, pp. 33 fol. ; Sorlin-Dorigny, 
Revue des Etudes grecques, IV (1 891), pp. 287-290. 

6 Published by Strzygowski, Bysantinische Denkmaler (Vienna, 1891), I, 99-112; see 
below, p. 131. See also Oriens Christianus, N. S., V, p. 103, Taf. I, and E. B. Smith, 
Byzantinische Zeitung, 191 4, pp. 217-225. 

7 Pliny, N. /f. 33, 4, 25. 

8 Trebellius Pollio, Triginta tyrann. XIII ; cf. Babelon, Traiti des Mon. I, 681 fol. 
Of interest in this connection are the famous medallions of Abukir, regarded by many 
scholars as genuine, for which see Dressel, Funf Goldmedallions aus dem Funde von 
Abukir, Abh. der konigl. preuss. Akad. der Wissenschaften, Phil. -Hist. Classe y 1906, 
1-86 ; they are of the third century a.d., and were prizes of victory in the Olympic games 
celebrated in Macedonia in 242-243 a.d., in honor of Alexander the Great. Here belongs 
also the Treasure of Tarsus found in Cilicia in 1858, now in the Cabinet des M£dailles 
{Revue Numismatique, 1868, pp. 309-336). 

9 De Rossi {Bull. 1869, p. 33 fol.) gives a list of Christian devotional medallions. 
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II. DESCRIPTION OF THE OBJECTS 

I. Gold Pectoral ornamented with Coins. Morgan 
Collection. Plates I, VI, and VII 

The pectoral consists of a large neck-ring of gold attached to 
an elaborate frame in which clusters of gold coins and a medal- 
lion are set. Its weight is 341 grammes. 

The neck-ring (width, 0.22 in.; length, not including the 
hinge, 0.232 m.) is a hollow tube (0.01 m. in. diameter), which 
passed around the neck of the wearer; it was opened by removing 
a screw pin on the left side, thus allowing the ring to swing back 
on a hinge on the right side; the screw pin turned from left to 
right (p. 101). The neck-ring, which has been bent on the left 
side, is without ornamentation, but at the ends are two flat raised 
bands that bear a zigzag pattern bordered by a very fine beading; 
between these bands on the front side is a small rosette similar to 
those in the border surrounding the coins in the frame. A round 
plate, pierced with a hole in the centre, is soldered to the end of 
the neck-ring, to which in turn the hinge joints are fastened. 

The decoration of the frame, and the arrangement of the 
central medallion with the coins at either side, are indicated in 
Plate VIII. In the following description the order of the letters 
in Plate VIII is followed. 

a. Large medallion 

In the centre of the frame is a large medallion (0.053 m. in 
diameter, not including the beaded wire, 0.058 m. including it ; 
width of edge, 0.007 m «) resembling a medallion coin. It consists 
of two separate plates, one for the obverse and one for the reverse ; 
both the relief work and the details of dress and hair were not 
stamped but were executed by free hand with a fine chisel. 

On the obverse is the portrait, crudely executed, of a fifth or 
sixth century emperor, facing toward the right, and wearing the 
diadem (cf. Plate IX) ; he has a cuirass, and a military cloak 
fastened with an elaborate fibula. 

109 
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On the reverse is Roma (or Constantinopolis), seated, facing left, 
holding in the left hand a sceptre, and in the right a globe sur- 
mounted by a cross; below is the prow of a ship. In the field on 
the left is the monogram of Christ, and on the right a star, which 
may have been intended for the Christian monogram. 

On the obverse is an unintelligible legend chiselled in Greek 
characters: NYH22NTINP TPHNYIPNIVC. Substantially the same 
legend recurs on the reverse, with the exception that the fourth 
letter is written C. The division on the reverse is NYHC8N TIN 
PTPHNVIPNIYC. A lightly incised line, drawn along the outer 
edge of the letters, on both obverse and reverse, served as guide. 

The medallion with its legend is undoubtedly a barbaric pro- 
ductipn, 1 made in imitation of an imperial model. That model 

was possibly a coin of one of the 
Valentinians, which bore the legend 
D N VALENTINIANVS P F AVG. The 
legends of Roman coins, particu- 
larly those of Valentinian III, were 
frequently copied without intelli- 

FIG. 5. Coin Types of Valentinian , , , , , r , , . . , 

in which may have served as g ence b >' the barbarians of the sixth 
models for the Centre Medal- and seventh centuries. 2 The name 
lions or the pectorals, nos. i o{ Valentinian was a long one, 

AND 3. O » 

and might easily have perplexed a 
foreigner who had only a slight familiarity with Latin. 3 Coin 
types similar to this occur for all three of the Valentinians. A 
coin of Valentinian III, with types resembling those of the medal- 
lion, is shown in Fig. 5. 4 An unintelligible legend, evidently 
a barbaric imitation of some imperial coin, occurs also on the 
medallions of the bracelets numbered 30 and 31 (Plate L). 

The medallion has a raised edge surrounded with a large 
beaded wire and enclosing a decorative band (Plate VIII). This 
band, while smaller, is practically identical with the decorative 

1 f.e., made by an Oriental who knew Greek but no Latin. 

2 Abundant evidence is afforded by Mr. Wroth 's volume, Catalogue of the Coins of the 
Vandals, Ostrogoths, and Lombards in the British Museum (London, 1911). Illustrations 
are found also in Kubitschek, Ausgewahlte rom. Medallions (Vienna, 1909): no. 114, a 
coin of Gordian, with BELT for FELIX. MLETHRMPR0DUGNAT0RENDII for MARTEM PRO- 
PUGNATOREM Pll ; no. 121, a coin of Philip the Elder (?), ENTTLO ICKCSS (mean- 
ing ?). See also Lenormant, La Monnaie dans r Antiquiti, II, p. 437 fol. 

8 Even the Roman die cutter occasionally made a mistake in this name ; cf. Cohen, • 
VIII, p. 217, nos. 51 and following. 

4 For Valentinian III, see Cohen, VIII, p. 210, no. 4 (our Fig. 5). 
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DESCRIPTION OF THE OBJECTS in 

band which appears on the Freer medallion (no. 2, p. 118). It is 
edged with a small beaded wire, and is ornamented with spirals, 
made by soldering down sections of a fine, plain wire in filigree ; 
the spirals terminate alternately in a three-petal ornament having a 
small pellet at its centre, and a bunch of grapes represented by 
four pellets, one pellet being placed on a cluster of three ; in each 
of the intervening spaces is a small pellet. At the branching of 
the spirals a fine wire is wound three times, perhaps to indicate 
the joint of the vine. 1 

On each side of the central medallion are seven gold coins in 
cylindrical settings; a concave surface between beaded wires 
forms the border. Six coins on each side are solidi of Theo- 
dosius, Anthemius, and Justinian I, and one on each side is a 
tremissis of Justinian. The pectoral is, therefore, as late as the 
middle of the sixth century. The letters of the legends are in 
several cases partially concealed by the frames of the coins, or 
blurred by solder. 

6. Coin of an unidentified emperor 

It is probably impossible to determine at present what 
emperor struck this coin, since the letters of the legend are 
blurred by the solder and partially concealed by the surrounding 
frame, which with the coin is here bent. At the beginning the 
bottoms of the letters DN, and at the end AVG, are barely visible. 
The emperor, facing right, wears the cuirass and diadem. On 
the reverse the legend is VICTORIA AVGGG, Victoria Augustorum 
Trium, * Victory of the three Augusti,' a formula employed when 
three members of the imperial family were reigning together; 
in exergue, CONOB 2 ; in the left field, R. The type of the figure 
represented, which is partially concealed and difficult to make out, 
seems to be similar to that on a coin of Anthemius. 3 

1 This is Professor Zahn's suggestion. 

2 The letters CONOB in the exergue of coins of this period have been interpreted in 
various ways. But it is generally believed now that in CONOB the letters CON form the 
mint mark of Constantinople, though it may have been imitated in striking coins elsewhere 
as well, their technique and amount of alloy being usually sufficient to identify them ; the 
letters OB stand for obryziacw (sc. solidus), that is, '* solidus of refined gold.' COM OB 
is explained as meaning c omit is {comes being the official responsible for the gold to the 
Treasury) obryziacus. The letters CORMOB on a coin of Anthemius (g) may perhaps be 
a blunder. See article by Willers in Zeitschrift fUr Numismatik, 1898, pp. 228 fol., and 
1899, pp. 49 fol. 

8 Cohen, VIII, p. 232, no. 18. 
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c. Solidus l of Anthemius {Emperor of the West, 467-472 a.d.) 

Obverse, bust of the emperor, facing, with helmet and cuirass ; 
in his left hand, a shield, and in his right, a spear, which extends 

to the left, back of the head. Legend, 
DN ANTHEMIVS PF AVG, D{ominus) 
N(oster), Anthemius, P(ius), F(elix), 
Augustus), 'Our lord, Anthemius, 
reverent, fortunate, Augustus.' 

FIG. 6. Coin of Anthemius, of Reverse, SALVS REI PVBLICAE, Sa- 

the same type as ,. /us Rei Publicae, < Welfare of the 

State.' Anthemius and Leo in military dress, facing, each with a 
spear, hold between them a globe surmounted by a cross. In the 
field is a star; in exergue, COMOB. 2 The same type is shown 
in Fig. 6. 

d. Solidus of Basiliscus {Emperor of the East, 476-477 a.d.) 

Obverse, bust of the emperor, represented as on the obverse 
of c. Legend, DN BASILIS CVS PP AVG, D(pminus) N(pster), 
Basiliscus, P(er)p{etuus) Augustus), ' Our lord, Basiliscus, for- 
ever Augustus.' 

Reverse, VICTORI A AVGGGr, 3 Victoria Augustorum Trium, 
y, 4 Victory of the three Augusti, from the third section of the 

1 From the time of Constantine, who died in 337 a.d., the principal gold coin of the 
Romans was called solidus ; the earlier name of the coin was aureus. Later two small 
divisions of this coin, semis sis, the half of the solidus, and tremissis, the third of the 
solidus, were introduced. 

The solidus weighed from 4.21 1 to 4536 grammes (68 to 70 Troy grains), and its 
modulus or diameter varied from about 0.02 to 0.022 m. (0.8 to 0.85 inch). The weight 
of the semissis was from 2.202 to 2.267 grammes (34 to 35 grains) ; its modulus varied 
from about 0.017 to 0.019 m. (0.7 to 0.75 inch). The weight of the tremissis was from 
1.425 to 1.490 grammes (22 to 23 grains) ; its modulus varied from 0.015 to 0.017 m - (°-^5 
to 0.7 inch). 

The aureus in the time of Alexander Severus weighed 6.55 grammes (101.08 grains). 
The values of these gold coins naturally did not remain constant in all periods. From 
the time of Constantine there were 72 solidi in a pound of gold, while a century earlier, in 
the time of Alexander Severus (Emperor, 222-235 a.d.), 50 aurei weighed a pound. 

The aureus in general terms corresponds to the American five-dollar gold piece, or 
the English sovereign, but in ancient times the value of gold was relatively greater. 
Striking evidence of the tendency of coins to decline in value is afforded by the fact that 
the small French and Italian coins, sou and soldo, both trace their names back to the gold 
solidus, which furnished also the second term of the English monetary symbol £ s. d. 
(for Libra, Solidus, Denarius). 

2 Cf. Cohen, VIII, p. 231, no. 6. 

8 T is the number (* three') of the officina or department of the mint. The numbers 
are expressed by Greek letters, and run from A to I, one to ten. See e,f, p. 113. 
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mint.' Victory, standing, faces left, and holds a long cross in the 
right hand; in exergue, CONOB. 1 The same type is shown in 

Fig. 7- 

e. Solidus of Justinian I {Emperor, 527-565 a.d.) 

Obverse, bust of the emperor represented as on the obverse of 
c. Legend DN IVSTINI ANVS PP AVG, D{ominus) N{pster), lus- 
tinianus, P{er)p{etuus), Aug{ustus), 
4 Our lord, Justinian, forever Augus- 
tus/ This coin was struck at the be- 
ginning of Justinian's reign, in 527 
a.d., and presents a conventional por- 
trait of the emperor; a real portrait 
appears on the coin of the medallions, 
nos. 5 and 7. 

Reverse, VICTORI A AVGGGI, Vic- 
toria Augustorum Trium, t, c Victory 
of the three Augusti, from the tenth 
section of the mint.' Victory holds a 
long cross in the right hand, and a 
globe with the cross in the left. In 
the field at the right is a star; in 
exergue, CONOB. 2 The same type is 
given in Fig. 8. 




FIG. 



7. Coin of Basiliscus, op 

THE SAME TYPE AS d. 




FIG. 8. Coin of Justinian I, 

OF THE SAME TYPE AS e. 





f Solidus of Theodosius (I, 379-395 
or II, 408-450 a.d.) 

Obverse, bust of the emperor rep- F ?* ' PP C r„rr7o H Zrr/ F 

7 ~ * A TYPE SIMILAR TO THAT OF/. 

resented as on the obverse of c. Leg- 
end, DN THEODO SIVS PF AVG, D(pminus) N(pster\ Theodosius, 
P{ius), F{elix), Aug{ustus), ' Our lord, Theodosius, reverent, 
fortunate, Augustus.' 

Reverse, CONCORDI A AVGGG0, Concordia Augustorum 
Trium, 0, * Harmony of the three Augusti, from the ninth section 
of the mint.' Rome (or Constantinopolis) seated, facing, looks to- 
wards the right, placing the right foot upon the prow of a vessel ; 
she holds a sceptre in the right hand, and in the left a globe sur- 

1 Cf. Sabatier, Monnaies byzantines (Paris, 1862), p. 143, no. 1, PI. vin, 14 or 19. 

2 Cf. Wroth, Imperial Byzantine Coins in the British Museum, I, PL iv, 9, p. 26, 
no. 6. Cf. Cohen, VIII, p. 153, no. 7. 
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mounted by a Victory. In the field is a star; l in exergue, CONOB. 
A similar type appears in Fig. 9. 

g. Solidus of Anthemius 

Obverse, bust of the emperor represented as on the obverse 
of c. Legend, DN ANTHE MIVS PF AVG, D{ominus) N{pster\ 
Anthemius, P{ius\ F\elix\ Aug(ustus). 

Reverse, SALVS RE I PVBLICAE, Salus Rei Publicae, as in c. 
Anthemius and Leo in military dress, facing, each with a spear, 
hold between them a globe surmounted by a cross. In the 
field is a star; in exergue, CORMOB. 2 A similar type is shown in 
Fig. 6. 

h. Tremissis of Justinian I {Emperor, 527-565 a.d.) 

Obverse, bust of the emperor facing towards the right; he 
wears the cuirass and military cloak. Leg- 
end, DN IVSTINI ANVS PP AVG, as in e above. 
Reverse, VICTORIA AVGVSTORVM, Vic- 
tory of the Augusti.' A Victory advances 
FIG.10. coin of Justinian 1, to t h e f ront? holding in the right hand a 

OF THE SAME TYPE AS h. - . - . - . . .,, T 

wreath, in the left a globe with a cross. In 
the field at the right is a star; in exergue, CONOB. 3 The same 
type is shown in Fig. 10. 

i. Solidus of Justinian I 

Obverse, bust of the emperor, represented as on the obverse 
of*:. Legend, DN IVSTINI ANVS PP AVG, as in e. 

Reverse, VICTORI A AVGGG, as in e. The type also is the 
same as in e, and appears in Fig. 8. 

j. Solidus of Tlieodositis II {Emperor oft/ie East, 408-450 a.d.) 

Obverse, bust of the emperor, represented as on the obverse 
of<r. Legend, DN THEODO SIVS PF AVG, as on / above. 

Reverse, VOT XX MVLT XXXI, Votis vicennalibus, mult is 
tricennalibus, t, ' Vows (made for the preservation of the em- 
peror) for twenty years, and many periods of thirty years (beside). 

1 Cf. Cohen, VIII, p. 153, no. 7. 

2 Cf. Cohen, VIII, p. 231, no 7 ; and see p. in, footnote 2. 
8 Cf. Wroth, I, p. 28, no 22, PI. iv, no. 14. 
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Plate IX 




Head of the Statue of an Unidentified Late Roman Emperor, 
showing a Form of the Diadem 

One may compare the Mosaic Portrait of Justinian, Plate II 
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From the tenth section of the mint.' Victory standing faces 

left, and holds a long cross in the right hand; in exergue, COMOB. 1 

The same type is shown in Fig. n. 



k. Solidus of Anthemius 

Same type as c, except that in the 
field of the reverse is Rl. Cf. Fig. 6. 

/. Solidus of Anthemius 
Same type as k. Cf. Fig. 6. 





FIG. 11. Coin of Theodosius II, of 

THE SAME TYPE AS / 





m. Solidus of Anthemius 

Same type as k, except that in the field of the reverse is a star. 
Cf. Fig. 6. 

n. Solidus of Theodosius II 

Obverse same as of/. 

Reverse, the emperor, facing, stands, in military dress; he 

holds the labarum in the right hand, in 

the left a globe surmounted by a cross. 

In the field at the left is a star ; legend 
' GLOR ORVIS TERRAR, Glor(ia) Or- 

vis [for Orbis] Terrar(um\ ' Glory of 

FIG. 12. Coin of Theodosius II, the whole world'; in exeigue, TESOB.» 

of a type similar to that of «. A similar type is given in Fig. 12. 

o. Tremissis of fustinian I 
Same type as h. Shown in Fig. 10. 

/, q. Gold disks 

On the right and left of the large medallion, and below its 
centre, is set a small disk, surrounded merely by a flat rim, on 
which is a Greek cross in niello. The cross is surrounded by 
a design, also in niello, of small lunate-shaped incisings, which at 
first sight give the impression of a series of letters. A silver 

1 Sabatier, p. 116, no. 13. 

2 That is, minted at Thessalonica. Cf. Sabatier, p. 114, no. 3, PI. iv, no. 31. 
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dish, also of the sixth century, from Cyprus, has in its centre a 
niello cross surrounded by a floral design. 1 

The Setting 

The medallion and coins are each surrounded by a beaded 
wire ; on this are laid, in alternate order, in the spaces between 
the coins, a small rosette and the three-petal ornament having a 
rosette centre. On either side of the large medallion, and slightly 

above its centre, the three-petal ornament 
is enlarged to a nine-petal ornament with a 
rosette centre. The rosettes are made by 
placing a pellet upon a small circle of beaded 
wire. The system of ornament is seen in 
Plate VIII. 

Below the medallion are simple spirals 
of wire flanked by bow-spirals having a 
fig. 13. relief on a sil- beaded standard ; the design is identical 

ver Bowl from Cyprus, . , . . 1f . ° _ . 

of the Sixth Century. wlth that on th e medallion (no. 2). On the 

The illustration shows the middle of the lower edge of the pectoral, 
manner in which a pectoral, simi- soldered to a horizontal strip, are two ribbed 

lar to nos. 1 and 3, was worn by . l 

an officer of the Imperial Body- TingS, With globules On both SldeS, for at- 

guanL taching something below. On the basis of 

similarity of ornament we might conjecture that this pendant was 
the large Freer medallion (no. 2); actual trial of fitting these 
objects together has shown beyond a doubt that originally they 
belonged together ; 2 in Plate I they are shown together, as they 
must have been worn. 

On the reverse of the pectoral (Plate VII) the setting is un- 
usually deep, in order to throw the ornament out from the person, 
or perhaps to prevent undue wear (see p. 106). Plugs consisting 
of three-sided right-angled strips and soldered in between the sets 
joined the settings together, and held them firmly in place. 

Use of the Pectorals 

This pectoral and the other one (no. 3) may have been worn 
by an officer of the imperial bodyguard ; at any rate, a similar 

1 Dalton, Byzantine Art and Archaeology, p. 575, Fig. 360 ; see also Fig. 55 on p. 95, 
and Dalton, Cat. of Early Christian Antiquities and Objects from the Christian East in 
the British Museum (London, 1902), no. 397, PI. xxiv. 

2 The pectoral and medallion were brought together and photographed at the Metro- 
politan Museum, December 8, 191 3 (see Plate I). 
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Large Framed Medallion of Theodosius I. 
Freer Collection. Xo. 2. "Reverse 
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object is worn by a man, St. Sergius or St. Bacchus, represented 
in relief (Fig. 13) on a silver bowl of the sixth century, discovered 
in the closing years of the nineteenth century, not far from the 
monastery of Acheripoetus near Kyrenia, in Cyprus. 1 The body- 
guard of the Emperor Justinian on a sixth century mosaic in the 
church of S. Vitale at Ravenna are similarly adorned. 

2. Large Gold Medallion. Freer Collection. 
Plates I, X, XI 

This is a large medallion coin 2 (diameter about 0.05 m.) of 
Theodosius I (379-395 a.d), set in a gold frame of delicate work- 
manship and of remarkable beauty. The diameter of the whole, 
not including the hinge, is 0.107 m. The weight of the medallion 
is 1 78 grammes. 

On the obverse of the coin is the bust of the emperor, 3 
facing right, wearing the diadem, military cloak, and cuirass. 
The legend is D N THEODO SIVS P F AVG, D(pminus) N(oster\ 
Theodosius, P(ius) y F[elix\ Aug(ustus)> 'Our lord, Theodosius, 
reverent, fortunate, Augustus.' The type of diadem worn by the 
later emperors is well illustrated by an unidentified statue now at 
Barletta 4 (Plate IX). 

The legend of the reverse is RESTITVTOR REI PVBLlCAE, 
Restitutor Rei Publicae, * Restorer of the State.' The emperor, 
in military dress, and with nimbus, stands facing, and holds with 
his left hand the labarum bearing the Christian monogram, >£ ; 
with his right he raises a kneeling female figure, which personi- 
fies the Res Publico,, wearing the turreted crown and carrying 
the cornucopia. In the left field is M, in the right, D, an abbre- 
viation for M(e)d{iolam), '(struck) at Milan '; in exergue, COMOB. 

It is difficult to distinguish between the coins of Theodosius I 
and Theodosius II, but on the whole it seems best to attribute this 
medallion to Theodosius I. There is but one other gold medallion 
of this emperor known (Fig. 4) ; this is now in the Kaiser Friedrich 

1 Dalton, Cat. of Early Christian Antiquities and Objects from the Christian East, 
no. 398, PI. xxiv ; other instances are there cited. 2 See footnote 4, p. 103. 

8 Theodosius was a compatriot of the Emperor Trajan, whom he somewhat resembled 
in appearance, as we are informed by Aurelius Victor, Epit. 48: 'In character and person 
he was like Trajan, as descriptions of the old writers and representations of him show,' 
(Euit moribus et cor pore Trajano similis quantum scripta veterum et picturae docent) . 

4 Arndt, Griechische und Romische Portrats, no. 898. This is perhaps a portrait of the 
emperor Valens ; see Antike DenkmaUr, Band III, Heft 2 (1912-13), Taf. 20, 21, Abb. 1-9. 
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Museum in Berlin. 1 The Berlin coin weighs 48 grammes and meas- 
ures 0.046 iru in diameter. The Freer coin has about the same 
diameter, but it is impossible to measure accurately its size or 
weight without removing it from its setting. On the obverse of 
the Berlin medallion the face and bust of the emperor occupy 
relatively more space than in our coin ; on the reverse the nimbus 




FIG. 14. Portion of the Bands of Ornamentation Enclosing the Freer 
Medallion, no. 2. Enlarged. 

is smaller, as is the Christian monogram on the labarum y but the 
dress and attitude of the two figures on both coins are identical. 
The Berlin example has no letters in the field, but has in exergue, 
AQOB ; it was provided with a ring for suspension. 

The frame enclosing the coin consists of two circular bands of 
ornamentation, separated by a concave surface and a projecting 
ridge (Fig. 15 A); in order to bring out the details of the system 

1 Friedlander und Sallet, Das konigl. Munzcabinet, Berlin, 1877, p. 274, no. 11 18; 
Cohen, VIII, p. 157, no. 28; Gnecchi, I Medaglioni Romani, p. 38, Tav. xix, no. 12. 
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of ornamentation, a section of the coin and frame is shown as 
enlarged by photography (Fig. 14), and a drawing of a section 

of the frame is given (Fig. 

15). 

The inner band (Fig. 
15, a-g) is bordered by two 
rings of beaded wire on the 
inside (a, c) and two on the 
outside (e, g) ; between the 
two inner rings is a narrow 
concave surface (6) ; be- 
tween the two outer rings, 
a plain wire (/). The flat 
surface between the borders 
(d, 0.007 m. wide) is deco- 
rated with spirals formed by 
soldering down fine wires 
in filigree; the spirals, which are held together by triple wire 
bands, terminate alternately in a three-petal ornament having a 
pellet center, and in bunches of grapes represented, in alternate 




FIG. 15. Detail Sketch of 
a Section of the Bands 
of Ornamentation En- 
closing the Freer Medal- 
lion, no. 2. Slightly 
enlarged. 




FIG. 16. Cross 
Section of the 
Frame of the 
Freer Medal- 
lion, no. 2. En- 
larged. 




FIG. 17. Detail Sketch of the Inner Band of Ornamen- 
tation Enclosing the Freer Medallion, no. 2. Original 
Size. 



Digitized by 



Google 



120 



A GOLD TREASURE FROM EGYPT 



order, by seven and by three pellets ; in the intervening spaces are 
small pellets (Fig. 17). This ornamentation, as previously noted, 
is substantially identical with that of the gold pectoral (p. in). 

The outer band (Fig. 15, i-m\ 0.012 m. wide, including the 
globules) is soldered a jour to the circumference of the inner (Fig. 




FIG. 18. Detail Sketch of the Outer Band of Ornamentation Enclosing 
the Freer Medallion, no. 2. Original Size. 

16). It is bordered on the inside by a beaded wire (Fig. 15, i\ and 
has on the outside a row of pearl-shaped globules (Fig. 15, m). 
These have been flattened by some means on their outer hemi- 
spheres, and it is a noteworthy fact that the flattening is greatest 
on the lower side of the medallion and decreases with almost 
mathematical accuracy along the sides toward the top, where the 
last three on each side are wholly round (Fig. 18). The globules 
are mounted on upright stems capped with pellets, and are con- 
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nected by wires, an arrangement which gives the impression of a 
string of pearls ; below each of these globules is a three-petal orna- 
ment with a pellet at its centre (Fig. 1 5, k). Be- 
tween the inner and outer edges are bow-spirals, 
surrounding a beaded standard (Fig. 15, /). FIG - 19 c Sk ™ h OF 

r • /■»-"»• \ »ii 1 THE oCREW "IN OF 

The cross section (Fig. 16) illustrates the THE freer medal- 
manner in which the goldsmith assembled and LION » NO - 2 - ° RIGI - 
soldered the various parts. 

At the top of the medallion are three ribbed rings and a hinge 
screw (0.03 m. long, shown in Fig. 18), for attaching to the pec- 
toral. The screw (Fig. 19), which is removed by turning from 
left to right, was made by winding a wire spirally about a plain 
stem. The pin is capped with a globule corresponding to one at 
the other end of the hinge. The rings of the 
hinge are fastened to the frame by a wide 
clasp bar edged with a beaded wire (Fig. 20), 
its surface being decorated with three groups 
of four petals. The base of each ring has on 
fig. 20. detail of the obverse a three-petal ornament, with pellet 
Clasp Bar of the centre, and on the reverse a plain pellet. 

Freer Medallion, The similarity of details on this ob j ect and 

on the Morgan pectoral (no. 1, p. 109) confirms 
the conclusion that the two were originally designed to be worn 
together, as shown in Plate I. 

3. Gold Pectoral Ornamented with Coins. Von Gans 
Collection. Plates XII, XIII, XVII 

This pectoral is a counterpart of the other (no. 1), and either 
was made by the same goldsmith, or at least patterned after it ; a 
complete description is, therefore, unnecessary, ex- 
cept where there is a difference in details of design, m 
The weight of the pectoral is 377 grammes. 

The neck-ring and the frame are almost perfectly FIQ n Sketch 
preserved. The width is 0.235 m., and the length, of smooth pin 
not including the hinge, is the same; the hollow used to fasten 

. 1 r . f 1 • • • i- *. Ti.u the Neck-ring 

tube of the neck-ring is 0.01 m. in diameter. In the OF THE VON 
decoration of the neck-ring a plain wire was used gans pecto- 
in place of the zigzag. The hinge is fastened with RAU NO ' 3 ' 
a smooth pin (Fig. 21), instead of a screw. 

The workmanship and decoration of the frame are nearly 
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identical with that c< the Morgan pectoral ; apparently only three 
pellets, instead of four, were used to represent bunches of grapes, 
and at the joints of the \ine double instead of triple wires are 
found The coins used to ornament the frame were apparently all 
struck at Constantinople and are uniformly of a later date, namely, 
those of Justinus IL Mauricius Tiberius, Justinian L> and Tibe- 
rius II Constantinus. It is, therefore, possible that this pectoral 
was made somewhat later than the one in the Morgan collection. 

The sketch ( Plate XIV; shows the position of the medallion 
and of each coin described- 

a. Large medallion 

The large medallion in the centre ( Plate XII; diameter, includ- 
ing the beaded wire, 0.059 m. ; width of edge of frame, 0.003 m.) is 
an imitation of a struck coin, and consists of two separate plates, 
one for the obverse and one for the reverse. On the obverse is 
shown the bust of an emperor represented in the same way as on 
the large medallion of the Morgan pectoral; the type on the 
reverse is the same as on the obverse, with the exception of C02N 
in exergue (see Plate XIII). The details on both sides, however, are 
not as fine, or as carefully worked out, as on the Morgan example. 
On the other hand the chiselled legend, which is the same on both 
sides, is plain: KYB0H6I TG^OPOYCav, *i/(/mc), fioijdei tj) fopovcq, 
•Lord, succour the wearer.' 1 The final letter on the obverse is 
only lightly outlined. A line, lightly incised around the outer 
edge of the letters, apparently served as guide. It is to be noted 
that in the legend the participle, referring to the wearer, is in the 
feminine gender. 

b. Semissis- of Justinus II {Emperor, 565-578 a.d.) 
Obverse, bust of the emperor, facing right, wearing diadem, 
cuirass, and military cloak. Legend (partly concealed by solder), 
[DN IVS]TI NVS PP AVG, [D{ominus) N(oster), Ius^tinus, P(er)- 
p{etuus) Aug{ustus\> Our lord, Justinus, forever Augustus.' 

Reverse, [VICT0R|]A AVGGG, Vutoria Augustorum Trium, 
Victory of the three Augusts Victory, with the upper part of 

Dalto7?^r t ^°^ UrS ° n rfngS (Cabro1 ' Dkt ^ l > PP- 222 °' "21, article, « Anneaux « ; 

and ta£f*^f t ? ?^**«* '" '* **** Mmmm , London, 1912, nos. 59-64), 

Hne t r2S fciSll T I ^"^ ™** X ° the -^r is in some cases mascu- 

» Or the SZ f\T d m thC ^^ dative - and accusativ * cases. 
On the names of the coins see p. 112, footnote 1. 
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identical with that of the Morgan pectoral ; apparently only three 
pellets, instead of four, were used to represent bunches of grapes, 
and at the joints of the vine double instead of triple wires are 
found. The coins used to ornament the frame were apparently all 
struck at Constantinople and are uniformly of a later date, namely, 
those of Justinus II, Mauricius Tiberius, Justinian I, and Tibe- 
rius II Constantinus. It is, therefore, possible that this pectoral 
was made somewhat later than the one in the Morgan collection. 

The sketch (Plate XIV) shows the position of the medallion 
and of each coin described. 

a. Large medallion 

The large medallion in the centre (Plate XII; diameter, includ- 
ing the beaded wire, 0.059 m. ; width of edge of frame, 0.003 m * s 
an imitation of a struck coin, and consists of two separate plates, 
one for the obverse and one for the reverse. On the obverse is 
shown the bust of an emperor represented in the same way as on 
the large medallion of the Morgan pectoral ; the type on the 
reverse is the same as on the obverse, with the exception of C03N 
in exergue (see Plate XIII). The details on both sides, however, are 
not as fine, or as carefully worked out, as on the Morgan example. 
On the other hand the chiselled legend, which is the same on both 
sides, is plain: KYBOH0I Te<t>OPOYC3L, *v(/>i€)> fZvrjOu ry <f>opov<rq., 
4 Lord, succour the wearer.' 1 The final letter on the obverse is 
only lightly outlined. A line, lightly incised around the outer 
edge of the letters, apparently served as guide. It is to be noted 
that in the legend the participle, referring to the wearer, is in the 
feminine gender. 

b. Semissis 2 of Justinus II {Emperor, 565-578 a.d.) 

Obverse, bust of the emperor, facing right, wearing diadem, 
cuirass, and military cloak. Legend (partly concealed by solder), 
[DN IVS]TI NVS PP AVG, \D(pminus) N{oster), Ius~\tinus, P{er)- 
p{etuus) Aug(ustus), 'Our lord, Justinus, forever Augustus.' 

Reverse, [VICTORIA AVGGG, Victoria Augustorum Trium, 
4 Victory of the three Augusti.' Victory, with the upper part of 

1 This acclamation occurs on rings (Cabrol, Dict.^ I, pp. 2220, 2221, article, " Anneaux " ; 
Dalton, Catalogue of the Finger Rings in the British Museum, London, 191 2, nos. 59-64), 
and elsewhere. On the rings the participle referring to the wearer is in some cases mascu- 
line, in others feminine, and in the genitive, dative, and accusative cases. 

2 On the names of the coins see p. 112, footnote 1. 
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the body naked, seated to the right, holds before her a shield ; on 
this with her right hand she inscribes nu- 
merals, which are rudely represented by 
dots. In the right field is the Christian 
monogram, ^ ; in the left, a star ; in ex- 
ergue, CONOB (letters not clear). 1 The ____ „ _ 

. . ' FIG. 22. Coin of Justinus II 

type is shown in Fig. 22. of the same type as b. 





c. Tremissis of Mauritius Tiberius {582-602 a.d.) 
Obverse, bust of the emperor, represented as on the. obverse of 
b. Legend, DN TlbG Rl PP AVG, D(ominus) N(pster\ Tiberi{us\ 

P(er)p(etuus) Aug{ustus\ 'Our lord, Ti- 
berius, forever Augustus.' 

Reverse, VICTORI TT1AVRI AVG, Vic- 
toria Mauri{cii) Aug{usti\ 4 Victory 
fig. 23. coin of mauricius of Mauricius Augustus.' In the centre 

Tiberius of the same type ; g the crQSS potent . J n exergue, CONOB. 2 

The type is shown in Fig. 23, where 
the terminal cross-bars of the cross potent are distinctly seen. 

d. Semissis of Mauricius Tiberius 

Obverse, bust of the emperor, represented as on the obverse of b. 
Legend, DN TlbG RAV PP AVG, B(ominus) N{pster\ Tiberius'] 
P(er)p(etuus) Augustus), 'Our lord, 
Tiberius, forever Augustus. 1 

Reverse, VICTORI A AVGG, Victoria 
Augustorum Duorum, 4 Victory of the 

two AugUSti/ Victory, in chiton, ad- F IG. 24. Coin of Mauricius 
vances to the front, looking back left; Tiberius of a type similar 

she holds in the right hand a wreath ; TO THAT OF d ' 

in the left, a globe surmounted by a cross. In the right field 

is a star; in exergue, CONOB. 3 The type is shown in Fig. 24. 

e. Semissis of Justinus II 
Obverse, bust of the emperor, represented as on the obverse 
of b. Legend, also as on b, DN IVSTI NVS PP AVG. 

1 Cf. Wroth, Imperial Byzantine Coins, I, p. 76, nos. 17-20, PI. xi, 3, 4; also, see 
above, p. in, footnote 2. 

2 Wroth, I, p. 129, nos. 17-23* PI- xvii, 5- 

• Wroth, I, p. 129, nos. 15, 16, and compare PI. xvii, 4. 
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Reverse, VICTORIA AVGGG. Victory is represented nearly as 
on the reverse of b. In the right field, %; in the left, a star; in 
exergue, CONOB. 1 The type is similar to that in Fig. 22. 

f Coin of Mauritius Tiberius (?) 
Obverse, bust of an emperor, represented as on the obverse 

of b. The legend is partly concealed by the frame; only lllll\\ 

PP AVG can be made out. 

Reverse, partly concealed by solder, VICI//// AVGG. Victory is 

represented nearly as on the reverse of d; in exergue, CONOB. 

Cf. Fig. 24. 

g. Tremissis of Justinus II 

Obverse, bust of the emperor, represented as on the obverse 
of b. Legend, DN IVSTI NVS PP AVG. 

Reverse, VICTORIA AVGVSTORVM. Victory is represented as 
on the reverse of d; in exergue, CONOB. 2 Cf. Figs. 22 and 24. 

h % Coin of Mauritius Tiberius (?) 
Obverse, bust of an emperor, represented as on the obverse 

of b ; the legend cannot be made out. 

Reverse, MICTOR TflA////. In the centre a cross potent; in 

exergue, CONOB. 3 

i. Tremissis of Justinus II 

This coin is apparently of the same type as e. Cf. Figs. 22 
and 24. 

j. Tremissis of Justinianus I {527-563 a.d.) 
Obverse, bust of the emperor, represented as on the obverse 
of b. The legend is DN IVSTINI ANVS PP AVG, as p. 113, e. 

Reverse, VICTORIA AVGVSTORVM; the letters are not all per- 
fectly clear. Victory is represented as on the reverse of d. In 
the right field is a star; in exergue, CONOB. 4 Cf. Fig. 24. 

k. Semissis of Justinus II 
This coin is apparently of the same type as e, although the 
letters on the reverse are not all clear. Cf. Fig. 22. 

1 Wroth, I, p. jf, no 20, PL xi, 4. 

2 Wroth, I, p. 77 f no. 21, PI. xi, 5. 

8 Cf. Wroth, I, p. 129, nos. 17 fol., especially no. 23. 
4 Wroth, I, p. 28, no. 22, PI. rv, 14. 
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/. Semis sis of Tiberius II Constantinus {574-582 a.d.) 
Obverse, bust of the emperor, represented as on the obverse 

of b; legend (partly hidden by the frame), uu COSTANTINVS /// 

D{pminus) N{pster), Co{n)stantinus . . . , 

* Our lord, Constantine . . .' 

Reverse, HICTOR Tib ////, Victoria) 

Tib[eri..., 'Victory of Tiberius/ In 

the centre, a cross potent ; beneath is a 

globe; in exergue, CONOB. 1 A similar ¥lG ' 25 - coin ok Tiberius 11 

° Constantinus of a Type 

type is shown in Fig. 25. similar to that of /. 

tn. Tremissis of Mauritius Tiberius 
Obverse, bust of the emperor, represented as on the obverse 

of b. Legend, partly concealed by solder, ////// Rl PP AVG, \D{pmi- 

nus) N{pster), Mau\ri{cius), P{er)p(etuus) Aug{ustus), ' Our lord, 

Mauricius, forever Augustus.' 

Reverse, /////R I TTIAVRI M^\Vict6\ri(d) Mauri{cii) Aug(usti\ 

'Victory of Mauricius Augustus.' In the centre a cross potent; 

in exergue, CONOB. 2 This coin is apparently of the same type as c ; 

cf. Fig. 23. 

n. Coin of Mauricius Tiberius 

Obverse, bust of the emperor, represented as on the obverse 
of b. Legend, DN TlbG RA PP AVG, Dipminus) N{pster), Tiber- 
\i~\(us\ P{er)p(etuus) Augustus), ' Our lord, Tiberius, forever 
Augustus/ 

Reverse, VICTOR IA AVGG, as on d; the letters are not all dis- 
tinct. Victory is represented as on the reverse of d\ in exergue, 
CONOB. 3 Cf. Fig. 24. 

o. Coin of Mauricius Tiberius (?) or fustinus II (?) 
Obverse, bust of an emperor, represented as on the obverse 

of b. The legend cannot be deciphered. 

Reverse, legend difficult to decipher. Victory is represented 

as on the reverse of d\ in exergue, ////B. Cf. Fig. 24. 

p, q. Gold disks 
In the spaces/ and q were small disks. That on the left has 
been broken out; that on the right bears the inscription zoh. 

1 Wroth, I, p. 107, nos. 12, 13, PI. xiv, 1. 

2 Wroth, I, p. 129, nos. 17-23, PI. xvii, 5. * Cf. Wroth, I, pp. 129 fol. 
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The same legend occurs on the oval bezel of a silver ring, 1 on a 
small, round pendant now in the Metropolitan Museum (unpub- 
lished), on a cross of the fifth or sixth century now in the Cairo 

Museum, 2 and elsewhere. This is an acrostic : £^77, that is, fan/, 

<£&>5, evidently inspired by John i, 4, cV aurw ^(aff fy koX r) ^orq ?jv 
to <£a>5 tq)v avdpdmwy 4 In him was life ; and the life was the light 
of men.' These were considered words of good omen ; they are 
found scratched on a door jamb at Sardes. 3 A prophylactic 
interpretation is further supported by the content of the legend 
on the accompanying medallion (no. 4). The prophylactic char- 
acter of this medallion, which was perhaps originally attached to 
the pectoral, is discussed elsewhere (pp. 107, 135). 

The Setting 

The frames surrounding the coins, and the ornamental borders, 
are quite similar to those of the Morgan pectoral, but the places 
of the nine-petal ornament at the sides of the large medallion are 
taken by an enlarged three-petal design. The horizontal strip, to 
which are soldered two ribbed rings for attaching some object 
below, is decorated with rosettes and the three-petal ornament 
with pellet centre. On either side is a bow-spiral, with beaded 
standard, as on the Morgan pectoral. The rings are so large, and 
so firmly fastened, that it is unlikely that the cross (no. 35), which 
was attached to the pectoral when purchased, belongs with it. It 
is more probable that the pendant was an object as large as the 
Annunciation medallion (no. 4) which is shown photographed with 
the pectoral in Plate XVII. It is noteworthy that the coins were 
so selected that the face of the emperor in all of them is turned to 
the right, while in the other pectoral all but three face full front. 

This pectoral is less carefully and less artistically executed 
than certain other pieces in the von Gans group, particularly the 
Annunciation medallion (no. 4), and the bracelets with double 
medallion face (nos. 30, 31), although it evidently belongs with 
them. The explanation may well be, as Professor Zahn has sug- 
gested to the writer, that the pectoral was made by a later and less 

1 Dalton, Catalogue of the Finger Rings in the British Museum, no. 71. 

2 Strzygowski, Catalogue Gtntral des Antiquith igyptiennes du Musie du Caire, 
Koptische Kunst (Vienna, 1904), no. 9177 ; Clermont-Ganneau, Archaeological Researches 
in Palestine* II, p. 416. 

8 American Journal of Archaeology, XVIII (1 914), p. 44. 
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i o . . . >-^ oi the fifth or se\th century now in the Cairo 

u.i- ' v- - aad elsewhere. This is an acrostic: ^77, that is, £0077, 

1 ■■/: tly inspired by John t, 4, £i> aural £o>t) -hv /cat rj £co?; 7)1/ 

, c» --• ,. avBpamoiv, ' In him was lite; and the life was the light 

•.. These were considered words of good omen; they are 

-atohed on a door iamb at Sardes. 3 A prophylactic 

aa o<>n is further supported by the content of the legend 

e <•. • "p- ;emying medallion (no. 4 ). The prophylactic char- 

. .! ['•;> medaJiom whirh was perhaps originally attached to 

' i> ' t :ra<, i> discussed elsewhere (pp. 107, 135). 

The Setting 

i . Kama's :-.. n rounding the coins, and the ornamental borders, 
.;, ;eu- >imi'.u,r to those of the Morgan pectoral, but the places 
r oa e:ne-p/eta: ornament at the sides of the large medallion are 
t.da.a i-v an ealarged three-petal design. The horizontal strip, to 
ah\ a are >a>dered two ribbed rings for attaching some object 
■ eV v,, is decora vd a;;h rosettes and the three-petal ornament 
v '.''], \\ i'et cento. On either side is a bow-spiral, with beaded 
.->. iadard. as on a a M -rgan pectoral. The rings are so large, and 
- . mm: fa-*.... 1. thjt it is unlikely that the cross (no. 35V which 
na> jfM"''*" a; o.e pectoral when purchased, belongs with it. It 
- meet ,/r< '..n-'e thai the pendant was an object as large as the 
.V; *••*.■' '*-.j -a medahion (no. 4) which is shown photographed with 
t -^ jK- *e;i! in Plate XVII. It is noteworthy that the coins were 
**> selected that the fare of the emperor in all of them is turned to 
the right. \\;ele in the other pectoral all but three face full front. 
This pta.t-'ra! is less carefully and less artistically executed 
than certain ether pi. -■_••- in the von Cans group, particularly the 
Annunciation iindal/on (no. 4), and the bracelets with double 
medallion face (m»s v\ 3P, although it evidently belongs with 
them. The explaiiat. m mar well be, as Professor Zahr has sug- 
e.i stcd to the writer, {'.-v the peroral was made by a later and less 

: Dakon, Catalogue .*>' ' tne 1 . * , A".v •-.. : * /// *e. 7/ Mu\nn,: y no. ~}\. 

- Str/.v^owski. C<- a \"te «.- - • • ' • *},::.} r/ t \ egvptiennes •///' Musce tl:e Carre, 

,f he Kunst (Yj-;. r -o i : > ■/> ' . iJojuioiii (janncau, a/'t/wM'.'^a;;/ Re.'iurJtcs 

•V ■■//// a U. }j o 

:' fnet'ica n _, < e ' '" . a - --. . i4 t -v Will ( : o i 4 ^ , p. 44. 
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DESCRIPTION OF THE OBJECTS 127 

skilful goldsmith, who tried unsuccessfully to equal the technique 
and style of the other objects. 

4. Large Gold Medallion. Von Gans Collection. 
Plates XV, XVI, XVII 

This medallion (weight 170 grammes, diameter, 0.117 m.) is 
somewhat similar in size and general appearance to the Freer 
medallion (no. 2). The centre (diameter about 0.058 fn.) is not a 
medallion coin and is not solid ; the technique of both the obverse 
and reverse is similar to that employed on the central medallions 
of the pectorals (nos. 1 and 3). In a communication to the writer 
Professor Zahn describes as follows the manner in which the 
reliefs were made : Die Bilder wie auch der schrage Rand um das 
Rundbild sind leicht herausgetrieben, hauptsachlich aber ist der 
feine Meissel verwendet. Mit ihm sind alle Konture, wie auch 
alle Linien der Innenzeichnung eingeschlagen. Man sieht uberall 
deutlich wie ein Meisselschlag iiber den anderen gesetzt ist. Der 
Grund, der beim Treiben uneben geworden war, wurde mit breitem 
Punzen niedergeschlagen und geebnet. Man erkennt deutlich die 
einzelnen Schlage auf dem Grunde. 

On the obverse (Plate XV) is a representation of the Annun- 
ciation. The Virgin is seated at the left, in a high-backed wicker 
chair, facing nearly full front ; her feet rest on a stool. She is 
dressed in a tunic and mantle; the mantle is drawn up over her 
head, which is surrounded by a halo. The right hand is raised in 
a gesture of wonder and astonishment; the drooping left hand 
holds a strand of wool, which falls into a work-basket at the 
Virgin's feet. Mary is thus represented as spinning, as in the* 
Apocryphal account. The angel, Gabriel, advances from the 
right, with face nearly full front, wearing a tunic, mantle, and 
sandals ; his hair is bound with a fillet. Gabriel raises his right 
hand in a gesture of benediction ; his left hand holds a staff 
terminating in a cross. The bars of the cross, in distinction 
from that on the reverse side of the medallion, have rounded 
corners, and Zahn" queries whether it may not have been a lily 
rather than a cross that the artist wished to represent. The halo 
is chiselled, as are also details of the dress of both figures, the 
wicker-work of the chair and basket, and the feathers of the angel's 
wings. 
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The reverse (Plate XVI) represents the miracle at the marriage 
in Cana. At the left stands Christ, wearing tunic and mantle. 
The left foot is advanced. The left hand holds what appears 
to be a roll; with the right hand our Lord extends the cross- 
headed staff. The outline of the halo is chiselled ; the halo itself 
is a raised relief across which six short lines are chiselled to 
represent the three arms of the cross. In the centre of the 
scene stands a male figure, facing, dressed in a long tunic. He 

holds a cup in his right 
hand, and raises the left 
hand in a gesture which 
suggests wonder at the 
performance of the mira- 
cle; he is perhaps the 
« ruler of the feast/ 
apxyrpiickivos (John n, 
9). At the right is a 
figure dressed in a short 
tunic and carrying on his 
left shoulder a vessel, 
probably an amphora, 
from which he pours 
water into one of six 
round jars. This scene 

FIG. 26. The Annunciation on the Pignatta f , . , 7 U 1 

Sarcophagus at Ravenna (Fifth Century or °* ***e miracle, as Zahn 

later). points out, was evidently 

The Virgin raises the spindle in her left hand, from which m the mind of Bishop 
the wool falls into the'basket. The right hand, now broken MaxilTlUS of Turin ffirst 
. off, was raised. * 

half of the fifth century) 
when he wrote {Horn. 2 3 2 ): 'The attendant, who brought water 
and carried away wine, was struck dumb with astonishment, and 
rejoiced exceedingly that he had borne upon his own shoulders the 
liquid through which the glory of God was revealed.' 3 In John 
11, 6 \idivai vSpicu c£ ' six water-pots of stone,' are mentioned. 

Details of the dress and hair of the three figures are indicated 
by chiselling. The legend is +iTTPWT<3LCYMI UJN+, that is, irpvra 

1 Op. tit., p. 100. 

3 Stupuit ergo minister attonitus qui aquas miserat et vina sumebat, laetatusque ni- 
tnium ilia se suis hnmeris fluent a portasse,per quae Dei esset gloria revelata. 
8 See Garrucci, Storia delV Arte crisliana, I, p. 378. 
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The FIG. 27. The Annunci- 
ation on the Ivory 
Book-cover of the 
Etschmiadzin Gospel 
(Sixth Century). 



(TTjiieuoi/y l First of the signs.' This was obviously suggested by 
John 11, 11, apxfjv to>v (rrf/xcuovy 'beginning of miracles.' 

The medallion centre has a bevelled rim, with a beaded border, 
and the whole is surrounded by a beautiful openwork frame. The 
frame is edged with a bevelled rim and a heavy beaded wire sug- 
gesting pearls, as on the other medallions (nos. 2, 5, 6, and 7). 
With the exception of the beaded wire, which is soldered to the 
outer edge, the frame and the center medallion representing the 
Annunciation are made from one piece. The 
frame has three bands of decoration ; the inner 
one (0.005 m. wide) is a variation of the lotus 
bud ornament ; the middle one (0.01 m. wide) 
is an adaptation of the lotus and palmette orna- 
ment ; and the outer one (0.006 m. wide) has 
a design similar to that on the inner band, but 
wrought on a larger scale. Chiselling was em- 
ployed to outline the leaf ornamentation 
reverse is left rough, as it was not intended 
to be seen, and the medallion centre has no 
ornamental rim. 

At the top of the medallion is a hinge of three ribbed rings, 
finished with a gold pearl. It was, therefore, designed to be 
attached to another object, possibly the pectoral, no. 3 (see above, 
p. 126). Since the left ring is threaded, a screw pin must have 
been used. The hinge was soldered to the rim and was further 
strengthened by a rectangular frame fastened to the reverse of 
the medallion, a gold strip having been inserted in the hollow 
of the rim. Each of the rings is decorated on the obverse with 
the three-petal ornament having a pellet centre. 

The miracle scenes here depicted are readily associated with 
other extant representations, some of which are of undoubted 
Egyptian origin. As a result of a comparison it will be possible 
to draw certain general conclusions concerning their provenance, 
and the school by which they were produced. 

The type of the Annunciation scene, 1 in which the Virgin is 
seated, occurs on the Pignatta sarcophagus at Ravenna, dated 

1 Cabrol, Dictionnaire, article " Annonciation." The Annunciation is represented 
in the paintings of the Roman catacombs only twice, and these paintings belong to the 
end of the second and the middle of the third centuries (Wilpert, Ein Cyklus ckristolo- 
gischer Gemalde (Freiburg, 1891), pp. 3, 19, PI. i-iv). 
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in the fifth century (Fig. 26). 1 It is found also on the follow- 
ing six objects, which are all of the sixth century : the ivory book 

cover of the Etschmiadzin 
Gospel (Fig. 27) 2 ; an ivory 
from the chair of Maxim- 
ianus at Ravenna (Fig. 
28) 3 ; an ivory in the 
Bibliotheque Nationale at 
Paris (Fig. 29) 4 ; a portion 
of an ivory book cover in 
the Stroganoff Collection 
at Rome 6 ; the Minden 
pyxis in Berlin 6 ; and a 
mosaic in the Parenzo 
Cathedral. 7 It appears, 
further, on a gold encol- 
pion from Adana, now in 
Constantinople, dated by 
Strzygowski about the 
year 600 (Fig. 30) 8 ; on 
the seventh century ivory 
diptych in the Uvaroff 
Collection in Moscow (Fig. 
31) 9 ; on a silk textile of 
the sixth or seventh cen- 
tury in the Vatican 10 ; and 
on a piece of dyed linen from Egypt of the fourth or fifth cen- 
tury, now in London. 11 




FIG. 28. The Annunciation on an Ivory of 
the Chair of Maximianus (Sixth Century). 



. . Maria (Freiburg, 1887), p. 214, Fig. 9; 
This sarcophagus may be somewhat later than the 



1 Liell, Die Darstellungen der 
Cabrol, Diet., I, p. 2259, Fig. 764. 
fifth century. 

2 Strzygowski, Byzantinische Denkmaler (Vienna, 1891), I, Taf. i. 

8 Garrucci, op. cit., 417, 1. 4 Garrucci, op. a'/., 458, 2. 

6 Strzygowski, Hellenistische und Koptische Kunst (Vienna, 1902), Fig. 64. 

6 Garrucci, op. cit., 437, 4. 

7 Dalton, Byzantine Art and Archaeology, Fig. 219. 

8 Byz. Denk., I, Taf. VII ; Cabrol, I, p. 1820, Fig. 485. 9 Byz. Denk. y I, p. 42. 

10 Monuments, . . . Fondation Piot, vol. XV (1906), PI. XV ; Dalton, op. cit., Fig. 378. 

11 Lethaby, Proceedings of the Society of Antiquaries of London, vol. XXIV (1912), 
pp. 286-297, Fig. 1 . For two other similar representations of the Annunciation see Pelka, 
Ein Syro-palastinensisches Rauchergefass^ Anzeiger des Gertnanischen Nationalmuseums, 
1906, p. 86, Taf. IV, V ; and Breccia, Rapport sur la marche du service du Music (Muni- 
cipality cTAlexandrie) en 1912, p. 6, Plate iv. 
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In all these representations, except the Parenzo mosaic, Mary 
sits at the left, and the attitudes of both the Virgin and the angel 
are strikingly similar, although 
variations occur in certain details, 
as the halo, the work-basket, the 
chair of the Virgin, and the staff 
of the angel. As an inspection of 
the illustrations will make plain, the 
types nearest to that of our medallion 
occur on two objects that are un- 
doubtedly of Egyptian origin, the 
Uvaroff and the Stroganoff ivories. 
A remarkable resemblance is seen in 
the uplifted right hand and drooping 
left hand of the Virgin, and in the fig. 29. the annunciation on an 
position of the angel holding in his IvoRY IN TOK bibliotheque na- 

J ~ ° tionale, Paris (Sixth Century). 

left hand the cross-headed staff. The ._..,._. , , ^ . ., 

In details this scene is remarkably similar 
Annunciation SCene On the enCOipiOn to that represented on the Etschmiadan Ivory 

from Adana, a scene which, Strzy- Fig - 27 - 

gowski seems inclined to think, betrays Egyptian influence, is also 

very similar (Fig. 30). Here the 
Virgin, with the nimbus, sits on a 
throne having a high back ; her 
right hand is held before her 
breast; her left hand, raised, 
holds the end of a thick strand 
of wool, which falls into a basket 
on the ground. The angel has 
wings and a nimbus, and is 
dressed in the tunic and pallium ; 
his left hand is visible under his 
dress, the right hand being raised 
in the customary gesture. The 
legend reads, x ai P e ^ K€xapiT<o- 
li€vrj 9 6 Kvpios fiera crov, * Hail, 
thou that art highly favored, the 
Lord is with thee' (Luke 1, 28). 1 

1 An Annunciation with this inscription occurs also on a gold ring in the British 
Museum, published by Dalton, Catalogue of Finger Rings, Early Christian, etc. (London, 
1912), no. 39. 




FIG. 30. The Annunciation on a Gold 
Encolpion from Adana (cir. 600 a.d.). 

The scene of the Annunciation occupies the left half 
of the upper zone. 
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The Etschmiadzin book cover (Fig. 27), the ivory at Paris 
(Fig. 29), and the ivory of the chair of Maximianus (Fig. 28) like- 
wise show a close relationship to the Berlin medallion in spite of 
its inferior workmanship. 

Representations, similar to ours, of the miracle of the Marriage 
at Cana are found on an ivory of the chair of Maximianus, 1 on a 
mosaic in S. Apollinare Nuovo at Ravenna (Fig. 32), 2 and on a 




The Annunciation on an Ivory Diptych in 
the uvaroff collection. 
The attitude of the Virgin is strikingly similar to that represented on 
the Berlin medallion ; here also the angel carries a cross-bearing staff. 

somewhat damaged painting, of perhaps the sixth century, in the 
subterranean church of Deir Abou Hennys, near the ancient 
Antinoe. 3 

The example from near Antinoe, a site where, according to one 

1 Garrucci, Storia deW arte cristiana, I, p. 418, 4. 

2 Cabrol, Dictionnaire, II, p. 1810, Fig. 1988. 

8 Cabrol, Dictionnaire, I, Fig. 792. The earliest representations of the miracle in the 
Roman catacombs are of the third and middle of the fourth centuries (Wilpert, Die 
Malereien der Katakomben Roms (Freiburg, 1903), pp. 302-304, Pis. 57, 105, 186; and see 
Lamberton, Themes from St. John's Gospels in Early Roman Catacomb Painting, pp. 
1 17-124. 
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report (p. 98), our treasure was discovered, represents four figures. 
The Virgin is at the left, next to her is Christ extending his staff 
over the jars ; in the center is the 4 ruler of the feast * (apxirpucki- 
vos)> and at the right the attendant is pouring water from an 
amphora into the jars. On the chair of Maximianus Christ stands 
at the right, holding the cross-bearing staff in his left hand and 
extends his right hand over the jars, of which there are six, tall, 
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FIG. 32. The Miracle at Cana on a Mosaic in the Church op S. 
Apollinare Nuovo at Ravenna (Sixth Century). 

The mosaic has been partially restored. 

and shaped like amphorae. At the left is a bearded figure hold- 
ing a cup in his right hand, and raising his left in a gesture of 
surprise ; this figure seems to correspond to the apx^rpucXivos of 
our medallion. In the centre is a bearded figure holding a book, 
perhaps an apostle. In the Ravenna mosaic, which has been 
partly restored (Fig. 32), Christ at the left extends his hands in 
the performance of the miracle. 

Other less related examples of the first miracle are figured 
in the article " Cana," in Cabrol's Dictionnaire. There is great 
diversity in the representations, for the reason, no doubt, that the 
miracle at Cana early became symbolic of the eucharistic trans- 
substantiation. At one time Christ alone appears with the jars, 
at another he is accompanied by his apostles or by the Virgin, 
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and occasionally there are two attendants instead of one. The 
jars are usually six in number, but sometimes there are seven, or 
five, or even fewer. 1 

It is generally agreed among scholars that the non-portable 
monuments referred to as close parallels were produced some- 
where in the Christian East ; but in the case of some there is a 
difference of opinion whether they were m^de in Egypt, where 
Alexandria was the centre of art production, or in Syria, where 
Antioch was the centre. Strzygowski generally advocates the 
latter view, and calls the type representing the Virgin seated in 
a wicker chair the Syro- Palestinian type; yet he assigns the Stro- 
ganoff ivory to Egypt, and indeed ascribes it to the " Monchjcunst 
des Hinterlandes." 2 Strzygowski thinks that the Uvaroff ivory 
also is an Egyptian product. 

The origin of the chair of Bishop Maximianus at Ravenna, 
which from its artistic character and good preservation naturally 
assumes great importance in the discussion of eastern sixth cen- 
tury ivories, is also disputed. Strzygowski refers it to Antioch, 
while Diehl 8 and Leclercq 4 maintain that it came from an Alex- 
andrian atelier. 6 

Approaching the problem of the attribution of our medallion 
from another point of view, we find that a comparison of its reliefs 
with a group of objects undoubtedly Egyptian and products of 
Coptic art, lends strength to the supposition that the von Gans 
medallion may be classed as Coptic. The heavy, wavy folds of 
hair resembling a wig, especially prominent on the two figures at 
the right in the scene of the Marriage at Cana, occur character- 
istically in Coptic art. 6 The round, bulging eyes, with a drilled 
indentation for the pupil, are also a Coptic peculiarity; 7 the 
staff ending in a cross likewise appears on objects of Coptic 

1 The details are given in an interesting article, Vases de Cana, by F. de Mely, in 
Monuments . . . Fondation Piot, X (1903), pp. 145-170. 

2 HeUenistische una* Koptische Kunst, p. 85. 

8 Manuel d y Art byzantin (Paris, 19 10), p. 281. 

4 Manuel d'' Archiologie chritienne (Paris, 1907), p. 352. 

6 Mr. E. Baldwin Smith, of Princeton University, who is at present engaged in the 
preparation of a study of early Christian iconography, has set forth the evidence for the 
Alexandrian origin of the chair in an article in the American Journal of Archaeology, 
191 7, pp. 22-37. 

6 Crum, Catalogue general des Antiquitis tgyptiennes du Musie du Caire : Coptic 
Monuments (Cairo, 1902), PI. 1-liv; Strzygowski, Koptische Kunst (Vienna, 1904), PI. 
xvii ; Gayet, VArt copte (Paris, 1902), pp. 90, 213. 

7 Crum, op. cit.y nos. 8684, 8685, 8687, 8702 ; Gayet, op. cit., p. 109. 
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Small Framed Medallion 
•'keek Collection. No. 5. Obverse and Reverse 
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Plate XXIII 




Enlargement (Four Times) of the Freer Medallion, no. 7, 
Obverse and Reverse 
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Plate XXIV 




The Three Freer Medallions Attached in the Following Order: nos. 5, 7, 6 
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0.08 m. long, Fig. 38), terminating in pearls, the 
terminal pearl of the middle pendant being larger 
than the other two. Above the pearls are small 
cylindrical settings on a conical base, with a small, 
pearl-shaped globule above and below (Fig. 39) ; 
the cylindrical bases now contain only traces of 
paste. The complete length of the outer pendants 
is 0.1 1 m., of the middle one, 0.10 m. 

The pendants with their settings are quite similar 
to those on the necklace numbered 13. An enlarge- 
ment of both obverse and reverse of this medallion 
is seen in Plate XXIII. 



FIG. 37. Side 
View of Pen- 
dant Ring 
and Adjoin- 
ing Ornamen- 
tation on 
the Rim of 
the Freer 
Medallion, 
no. 7. En- 
larged. 



The Three Medallions Together 

On the reverses of all three medallions (nos. 5, 6, and 7) the 
reverse patterns of the stamped spirals and inscriptions can be 
seen, the workmanship being precisely similar. The 
coins place the date of the three objects as late as 
the last half of the sixth century. They belonged 
together originally, and no. 7 formed the central 
piece. 

On the sides of each medallion 
are rings, with a pellet at the base of 
each, on both obverse and reverse ; by 
means of these rings the medallions 
were joined together with hinge pins 
(Fig. 40). The presence of green 
freer oxydization, which is very marked, 
medallion within and about the rings, suggest 
that the hinge pins may have been 
not gold, but bronze ; in all the other 
objects in this collection, however, gold hinge pins 
were used, and it is difficult to believe that, when 
the medallions were made, any other material than 
gold was employed for the pins also. The three 
medallions were originally arranged as shown in 
Plate XXIV. 

Two rings have been wrenched from the left side of no. 5, but 
the visible evidence of their former existence, and the three rings 
on the right side of no. 6, make it certain that originally there were 



FIG. 38. De- 
tail of Pen- 
dant Chain 
of THE 



no. 7. 
larged 



en- 




fig. 39. Side 
View of Cyl- 
indrical Set- 
ting ON A 
Pendant of 
the Freer 

MEDALL10N f 

no. 7. En- 
larged. 
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in the complete chain at least two more medallions ; possibly there 

were several more. 

In the Morgan loan collection at the Metropolitan Museum in 

New York are two parts of what was perhaps originally a single 

girdle (Plate XXV). It consists of four 
large gold medallions (cast, not struck) of 
Mauricius Tiberius (582-602 a.d.) and 
twelve solidi of the same emperor, of 
Theodosius II (408-450), and of Justinus 
and Justinian (527). Each is enclosed by 
a frame edged with beads and provided 

FIG. 40. Detail Sketch of . 1M ,. r , 

the medallions, nos. 7 with hinges, like those of the earrings 
and 6. showing Mode numbered 1 8-21, on both sides ; the girdle, 

of Attachment. Some- ,i r ., . . . , « , 

what enlarged. therefore, as it exists, is not complete. 

The pins by which nos. 7 and { n St Y le and Composition this girdle 

5 and 7 and 6 were joined together reminds one strongly of certain pieces of 
n mt the treasure, and particularly of the medal- 

lions numbered 5, 6, 7, although it is inferior to them artistically. 
The girdle was found with other objects (among them the objects 
shown in Plate XXXIV and Fig. 52) in the vicinity of Kyrenia, 
in Cyprus, in 1902. 1 

8. Gold Necklace with Two Medallion Pendants. Morgan 
Collection. Plates XXVI, XXVII 

This necklace (weight 100 grammes, length 0.75 m.) has a 
double chain made of fine double-loop links. The chain was 
folded in two strands; the complete length of it therefore was 
a metre and a half (4.92 feet). At present it has no clasps, and 
it may never have had any; it might have been designed to be 
put on over the head. One of the two pendants is larger than 
the other, but each pendant is made by enclosing in a gold frame 
a gold aureus 2 of Alexander Severus (222-235 a.d.). 8 

The larger pendant (diameter 0.055 m.) is deeply bevelled on 
the front side and is surrounded by delicate scroll open-work ; in 

1 Sambon, Le Musie: Revue tTArt mensuelle, vol. Ill (1906), pp. 121-129, PI. xxi; 
Dalton, Byzantine Art and Archaeology, Fig. 317. 

2 See p. 1 12, footnote 1 . 

8 In the British Museum is a chain with pendant also containing an aureus of Alexan- 
der Severus ; Marshall, Catalogue of Jewellery, Greek, Etruscan, and Roman, in the British 
Museum, no. 2727 ; similar pendants of about the same date are nos. 2937-2940. Such 
pendants were not uncommon, and are found in many collections. 
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Plate XXVI 




Necklace with Medallion Pendants 
Morgan Collection. No. 8 ()r\erse 
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Plate XXVII 




Necklace with Medallion Pendants 
Morgan Collection. No. !S, Reverse 
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Necklace Found at Naix in 1809, now in the Cabinet des Medailles, Paris 
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DESCRIPTION OF THE OBJECTS 141 

this is shown a pattern of two squares intersecting symmetrically, 
with an ivy leaf at the alternate angles. 

On the obverse of the aureus appears the bust of the emperor, 
Alexander Severus, bearded, wearing the laurel crown and mantle ; 
the legend is, IMP C M AVR SEV ALEXAND AVG, Imp{erator) C(ae~ 
sar) M(arcus) Aur{elius) Sev(erus) Alexander) Augustus), *The 
emperor, Caesar Marcus Aurelius Severus Alexander Augustus.' 

On the reverse Mars is represented, naked, with mantle float- 
ing; he is walking toward the right and carrying a spear and 
trophy. The legend is, P M TR P V COS II P P, P(pntifex) M(ax- 
itnus), Tr{ibunicid) P{ptestate) V, Co(n)s(ul) II, P(ater) P(atriae), 
4 Pontifex Maximus, holding the tribunician power for the fifth 
time, Consul for the second time, father of his country.' The date 
of the coin therefore is 226 a.d. 1 The reverse appears on the 
front side of the pendant. 

The smaller pendant (diameter 0.035 m * s a l so bevelled on 
the front side, and has a fine open-work frame, the pointed design 
of which is characteristic of the period. On the obverse of the 
aureus is the bust of the emperor; he has a boyish face, and wears 
the laurel crown, with mantle and cuirass. The legend is, IMP C 
M AVR SEV ALEXAND AVG, as on the companion piece. On the 
reverse is Jupiter, naked, standing ; he faces toward the left, his 
mantle floating behind him, and holds a thunderbolt and sceptre. 
The legend is, IOVI CONSERVATORI, 2 4 To Jupiter, Preserver.' In 
distinction from the other medallion, the obverse of the coin is 
represented on the front side of the pendant. 

Each pendant is attached to the chain by a ribbed loop. The 
chain is provided with two six-sided hollow tubes, with ribbed 
ends, which slide over it, and had as their purpose to keep the 
pendants in position. One of these is between the two pendants. 
It is likely that a third pendant is lost, and that the other slide was 
between the lost pendant and the larger one ; perhaps even more 
than one pendant is missing, for of the two slides one is longer 
(0.035 m - l° n g) than the other (0.03 m.) and has one more rib at 
its ends. The use of long slides to separate pendants is well 
known, as in the necklace from Naix (Plate XXVIII). 3 

1 See Cohen, IV, p. 429, no. 280. 

2 Cf. Cohen, IV, p. 409, no. 70. 

8 Also the necklace published by Dalton, Byzantine Art and Archaeology, Fig. 317, 
and J. L. Myres, in the Reliquary and Illustrated Archaeologist, IV (1898), pp. 109- 112, 
Fig. 1. 
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This necklace, also of the third century a.d., is similar to 
the Morgan necklace in composition. It was found at Naix, 
in France, west of Toul, in 1809, and is now preserved in the 
Cabinet des Medailles, Paris. It has six pendants, separated by 
slides; two of them are cameos, representing Minerva (c) and Julia 
Domna (*/), and four are aurei of Hadrian (/), Septimius Seve- 
rus {e\ Caracalla (6), and Geta (a). 1 

9. Gold Necklace with an Emerald Pendant. Morgan 

Collection. Plate XXIX 

The necklace (about 0.37 m. in length) has a heavy, closely 
plaited chain (0.008 m. thick) made of very fine links. The chain 
terminates in heavy ribbed necks bearing rams' heads, which hold 
a hook and ring for fastening the necklace. 

The pendant is an eight-sided, unpolished emerald plasma. It 
is set on a pin which passes through a bore drilled lengthwise the 
stone, and is attached to the chain by a ribbed loop having a spiral 
wire on each side. This necklace is said to have come from 
Alexandria. 

10. Gold Necklace with Pearl and Sapphire Pendants. 

Morgan Collection. Plate XXX 

This necklace (045 m. long) is an example of delicate work- 
manship and is most pleasing. The chain, made of single links, is 
ornamented with small, plain bosses, there being a cluster of three 
over each pendant ; in the case of the latter a pellet was placed on 
the outer edge of each boss, and in the intervening angle. 

Each of the six links, from the ends of the chain to the point 
where the pendants begin, consists of one boss and two loops, the 
latter being set at right angles to each other. The bosses are 
backed with gold foil. At each end of the chain is a round open- 
work disk edged with small beads and containing four small 
bow-spirals similar in shape to those on the Freer medallion 
(no. 2) and the Morgan pectoral (no. 1). The necklace was 
fastened with a hook and ring. 

The pendants are fifteen in number. They consist of alternat- 
ing cruciform groups of four bead-shaped, Singhalese sapphires, 

1 Babel on, Guide illustrk au Cabinet des Mtdailles et des Antiques de la Bibliotheque 
Nationale (Paris, 1900), p. 168, Fig. 68, Catalogue des Camies, Fig. 367. 
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Necklace with Emerald Pendant 
Morgan Collection. No. 1) 
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DESCRIPTION OF THE OBJECTS 143 

cut with rounded surfaces, and of four pearls which are nearly 
round ; the pearls are more or less irregular in shape, but are in 
fairly good preservation. Nine pearls and ten sapphires are miss- 
ing. The fourth pendant from the right lacks all four sapphires ; 
a small pearl has been set on one pin, undoubtedly since the dis- 
covery of the necklace. In the centre of each group was a small 
cylindrical setting ; only slight traces of the sets (glass-paste ?) are 
left. 

The sapphires are a pale blue, and on close examination show 
the purple color of the stones from Ceylon. 1 Both the sapphires 
and pearls are set upon a pin passing through a bore drilled 
through their centre. Between the pearls and the centre setting 
is a gold bead. 

11. Gold Necklace with Circular Open-work Pendant. 
Burns Collection. Plate XXXI 

The chain (about 0.94 m. long) is made of eight sections of 
plaited chain alternating with ten sections of wire; the sections 
of wire are strung with small round pearls, small bead-edged bosses 
of gold arranged in pairs, and hexagonal emeralds, in the following 
order : pearl, bosses, emerald, bosses, pearl. The sections of chain 
end in truncated cones, surrounded by a ring of wire and finished 
with a double boss of gold. Near the middle of the chain are two 
circular settings (diameter 0.014 m *)» edged with beaded wire and 
joined with a hinge of the usual pattern ; the settings are now 
empty. 

The open-work pendant is attached to the chain by means of a 
massive bar (0.065 m. long), made by skillfully welding together 
the ends of two pieces; each of these pieces is shaped like an 
hour-glass, and was made by soldering the small ends of two 
truncated cones ; the place of soldering is concealed by a ribbed 
ring. 2 The bar was fastened to the chain by loops at its ends. 

The circular pendant (diameter 0.072 m.) is in open-work and 
has a narrow rim, edged with beaded wire, within which are placed 
four large and five small rings of gold wire. The large rings 

1 These stones and the similar ones on the Morgan bracelets (nos. 28, 29) have been 
examined by Dr. George Frederick Kunz, who pronounces them sapphires. Stones that 
appear to be quite similar and are used in the decoration of certain of the von Gans objects 
(nos. 12, 13, 14, 34) Zahn prefers to call aquamarines. 

2 A similar bar is shown by Dalton, Byzantine Art and Archeology, Fig. 327. 
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(diameter 0.027 m.) enclose smaller rings which are held in place 
by single spirals and bow-spirals of fine wire ; they contain sets of 
hexagonal emeralds, in the upper and lower rings, and of sapphires, 
in the two side rings. In the space enclosed by the large rings, 
and at the intersection of their circumferences, are the five 
small rings containing sets of round pearls. The gems are 
threaded on wires placed in the line of the radii of the pendant, 
excepting the central pearl, which is threaded on a vertical wire. 
The whole was made firm by soldering round circular settings, now 
empty, in the open spaces. The pendant is fastened to the bar 
with a hinge, which consists of a pin passing through three small 
band-rings, two soldered to the pendant, and one to the bar. On 
the obverse side these rings are decorated with a three-petal orna- 
ment having a pellet centre. 

With the exception of the circular sets and half of a pearl on 
one section of wire in the chain, no gem in the entire necklace is 
missing; the lower emerald in the pendant seems to have been 
partially broken. 

12. Gold Necklace Set with Gems. Von Gans Collection. 

Plate XXXII 

The necklace (0.79 m. long) consists of twenty-eight orna- 
mental members : fourteen small medallions, in open-work ; thir- 
teen members with settings, seven oval in shape, and six square ; 
and a cameo setting at the middle of the chain. 

The open-work members consist each of a rosette of six leaf- 
petals surrounded by a flat rim, all cut from one piece of gold 
plate ; to this flat rim, on both the upper and the lower sides, is 
soldered a bevelled rim edged on the inside with a small bead. 
The details of the leaves are indicated with the chisel; in the 
centre of the rosette on the upper side, and also on the lower side, 
is ordinarily a pellet; some pellets are missing. 

The oval settings, the lower half of which is circular in shape, 
are backed with foil with the exception of the centre in which 
is a cylindrical bore. The setting of the stone in the oval frame 
was strengthened with four claws. In the fifth setting on the left 
(counting from the cameo at the middle) is an amethyst. In the 
fifth setting on the right is an emerald, which does not seem to 
fit, and is apparently a modern restoration. In the other settings 
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Necklace found near Kykenia. Typhis 
Morgan Collection. 



Digitized by 



Google 



Digitized by 



Google 



DESCRIPTION OF THE OBJECTS 145 

are partly aquamarines (sapphires ?) * and partly a violet-reddish 
stone similar to selenite. The two settings containing the 
amethyst and the emerald have a pellet at the bases of the links 
and in other ways are slightly different from the others. Around 
each set eight small pearls, four on a side, are strung on fine 
wires passing through plain gold loops, thus giving the impression 
of gold beads between pearls ; the ends of the wires are wound 
around the links. 

The square settings also are backed with foil, and contain 
emeralds. Each set is enclosed in a slightly concave rim, and is 
surrounded with eight small pearls, two on each of the four sides, 
mounted in the manner above described. The size of the sets 
slightly varies. 

The cameo is slightly smaller than its setting, and may per- 
haps have been put in its present place in modern times; the 
background is reddish brown. The setting in which the cameo is 
placed differs in certain details of workmanship from all the others 
excepting the two oval settings and one square setting (fourth on 
the right from the cameo), to which it seems to correspond ; for 
example, the links are made of a thinner wire. Possibly the neck- 
lace was repaired in antiquity, the cameo and the oval settings 
being later additions. 

The links connecting the settings are alternately placed at 
right angles ; with the exception of the two already mentioned, 
and one square setting (fourth on the right from the cameo), they 
have a cubical base. Apparently the necklace did not have the 
usual clasp or hook and ring, but was complete in itself, consisting 
of an unbroken chain of settings. 

13. Gold Necklace with Pendants. Von Gans Collection. 

Plate XXXIII, 1 

This necklace (0.44 m. long) has nineteen links consisting of 
wires with loops at either* end, the loops being placed at right 
angles with each other. Ten of the wires are strung with plasma 
and nine with a round pearl, each between small gold pearls. 
There were fifteen pendants fastened to a loop soldered to one of 
the loops of the wire link. Two pendants and parts of two others 
are missing. On the wire of the pendant there is at the top a 

1 See p. 143, footnote 1. 
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setting between two gold pearls. The settings are cylindrical, 
mounted on conical bases (cf. Fig. 39) ; in some an emerald is still 
preserved, and in one are remains of iridescent glass. Most of 
the settings are empty, or contain traces of the white filling. 
Below is a small round pearl, and finally a pear-shaped aquamarine 
(sapphire ?) 1 held by bending the wire in a small coil. In design 
and composition these pendants resemble closely those on the 
Freer medallion (no. 7). At each end of the necklace is a disk 
with a beaded border, holding the hook and ring for fastening ; 
the former moves on a hinge. 

A similar necklace, strung with plasma and pearls, though with- 
out pendants (Plate XXXIV), was found near Kyrenia in Cyprus 
in 1902, and is now in the Morgan loan collection of the Metro- 
politan Museum, New York ; 2 it is heavier than our necklace. 

14. Lunate, Open-work Gold Necklace, Ornamented with 
Jewels. Von Gans Collection. Plates XXXV, XXXVII, 
XXXVIII 

The necklace (weight, 335 grammes ; length, about 0.38 m. on 
the inner edge, and 0.58 m. on the outer) was made of eleven 
plaques in open-work, skillfully hinged together, and profusely 
ornamented with pearls and other precious stones. Ten plaques 
are chiselled with consecutive letters (beginning at the left), on 
the piece of gold foil that was used to back the central setting of 
each plaque. These letters were chiselled on the side next the 
plaque, so that now they are visible in reverse. They obviously 
served the purpose of indicating the exact order of the plaques, 
which with the exception of nos. 1 and 1 1 are alike in size. The 
letters, X nrAerZH-9-l (here printed in obverse) are arranged 
in their numerical order, A being chiselled on the plaque at the left 
end. The plaque at the right end, no. 11, is not chiselled with 
any letter, there being no doubt concerning its place in the neck- 
lace. The correct position of the plaques is indicated in Fig. 41. 

Plaques 2-10 (0.039 m. in width, 0.031 m. long on the shorter 
edge, 0.047 m - on the longer edge) are of a sectoral shape, [^ , 
thus forming the circle of the collar. The plaques at the end are 
beak-shaped. To these are soldered small band-rings to provide 

1 See p. 143, footnote 1. 

2 See Dalton, Byzantine Art and Archaology, Fig. 317, pp. 541, 574. 
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the fastening ; on the lower side of each ring at the point of solder- 
ing is a small pellet. 

The plaques were fastened to each other by means of thin 
hinges consisting of two long and slender joints of gold-leaf on 
one piece, and three on the adjoining piece, a thin bronze wire 
passing through the joints; the hinges were concealed in part 
by gold strips soldered 
above them, and in part 
by the settings. 

The designs in open 
work (Plate XXXVI) 
exhibit an adaptation 
of the lotus and pal- 
mette entwined in vari- 
ous geometric designs, 
bow-spirals, and ovals; 
they recall the orna- 
mentation of the Berlin 
medallion (no. 4) and 
of the inner face of the 
bracelets (28, 29; Fig. 
55). Details of outline 
are chiselled. Six distinct patterns occur, arranged symmetrically. 
Thus the patterns of plaques numbered 2 and 10, 3 and 9, 4 and 
8, 5 and 7, are identical ; that of no. 6 occurs but once, and those 
of nos. 1 and 11 are alike but reversed. 1 Each plaque has a 
slightly bevelled rim with a raised line running around the inside. 

The necklace was elaborately decorated with pearls, emeralds, 
and sapphires (aquamarines ?). 2 On the plaques there are settings 
for sixty-one precious stones, and each of the seventeen pendants 
had three; originally, therefore, one hundred and twelve jewels 
were used in the ornamentation of this necklace. Plaques 1 and 
1 1 had each an exceptionally large round pearl at the point, and a 
cone-shaped setting at the centre. No. 1 had also three sets at 
the side, a pearl in the centre and a sapphire at each end. The 
other plaques (2-10) have settings that are alike, six on each. In 
the centre is a square box-setting, with a concave rim, shaped like 

1 Zahn, op. cit. y pp. 104, 105, points out parallels with leaf motives observed on other 
objects. 

2 See p. 143, footnote 1. 



Fig. 41. Sketch Showing the Correct Position of 
the Plaques of the von Gans Necklace. 

The Greek letters appear on the reverse of the plaques, thus 
indicating their order. 
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a truncated pyramid inverted, and on either side at the edge of 
the plaque are placed two pearls ; along one side, over the hinge, 
a pearl is set between two sapphires. The pearls are set, and re- 
volve, on wires within a band-ring ; the sapphires have a cone- 
shaped setting, within which they are held with four claws. The 
pearls are round; the sapphires are pale in color. 

The plaques numbered 2 and 10 have each one pendant; nos. 
3, 4, 5, 7, 8, and 9 have two pendants each, and no. 6 has three 
pendants, thus making a total of seventeen pendants. The pen- 
dants are from 0.04 m. to 0.045 m - * n length. Each terminates in 
a large sapphire (averaging about 0.023 m. in length). Above 
was a small round pearl and a small box-setting soldered to a 
cylindrical base, similar in shape to those at the centre of the 
plaques; two of these settings (plaques 4 and 7) still contain 
emeralds. The pendants are fastened to a loop on the edge of 
the plaques ; above this loop a pellet was soldered, and there is a 
small gold bead above and below the box-setting of the pendant. 
The sets are all backed with gold foil, having in the centre in 
open work a cross-shaped design formed by four small leaves. 

Several of the jewels have disappeared. The centre sets of all 
the plaques are lost and, as previously mentioned, two emeralds 
only are left in the box-settings of the pendants. From plaque 
1 also two sapphires are missing; from nos. 2, 3, 4, and 10 a pearl 
from a pendant ; from no. 5, one pearl and two sapphires from the 
plaque ; from no. 6, one pearl and all three sapphires from the 
pendants ; from no. 7, two sapphires from the plaque ; from no. 8, 
two sapphires from the plaque ; from no. 9, two pearls and a sap- 
phire from a pendant. But notwithstanding these deductions, 
thirty-nine of the original forty-seven pearls are still in place 
(twenty-nine on the body of the necklace and ten smaller ones on 
the pendants), twenty-five of the original thirty-seven sapphires 
(twelve small ones on the body of the necklace and thirteen large 
ones on the pendants) and two emerald sets in the pendants. In 
other words, sixty-six jewels, of the original one hundred and 
twelve, remain undisturbed. 

Plate XXXVII reproduces a photograph of the necklace made 
soon after its discovery. 1 At that time the plaques were not ar- 

1 The necklace was reproduced in illustration by O. von Falke, Der Mainzer Gold- 
schmUck der Kaiser in Gisela, Auftrage des deutschen Vereines fUr Kunshvis sense haft 
(Berlin, 1913), Abb. 2. 
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ranged in their correct order but as follows (counting from the left), 
1, 5» 7» 6, 8, 2, 4, 9, 3, 10, 11. Plate XXXVIII shows the present 
appearance of the necklace, the places of the empty sets having 
been filled with modern jewels. Plate XXXVI, on the other 
hand, exhibits the necklace with the plaques in their original 
positions, the modern stones having been removed with the excep- 
tion of four sapphire pendants (the three on plaque 6 and the 
one at the left on plaque 9). 

Zahn {pp. cit., p. 108) places this necklace in the fifth or begin- 
ning of the sixth century. In the mosaic of the sixth century 
at Ravenna the empress Theodora (Plate III) wears a wide neck- 
lace having pear-shaped pendants. 



15. Breast Chain of Gold Medallions. 

Plates XXXIX, XL 



Burns Collection. 



Two large open-work medallions (0.077 m - * n diameter) are 
connected by four chains, each having twenty-three small medal- 
lions (0.025 m. in diameter) also in open-work. The large me- 
dallions, enclosed within rings of wire forming the circumference, 
have identical designs pierced from a single flat plaque of gold. 
Within a narrow rim are seven circles (each 0.023 m. in diameter), 
six grouped around one in the centre. In these circles are two 
distinct designs (Fig. 42) : 

(1) Within a scalloped edge radiate 
alternately ivy leaves and buds 
(perhaps a variation of the lotus 
bud); 

(2) Within each of four round com- 

partments is a palmette pattern, 

the palmettes being connected 

by stems which interlace with 

the surrounding border ; in the 

spaces between the intersec- 
tions of the compartments is a 

leaf. 

The spaces between the circum- 
ferences of the seven circles are 
filled with scrolls and buds. Fine details are indicated by chisel- 
ling. Four loops are soldered to the circumferences of the large 




FIG. 42. Sketch Showing the Posi- 
tion of the Two Designs in the 
Medallions of the Burns Breast 
Chain, no. 15. 
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medallions at equal intervals; to these the four chains of the small 
medallions are attached by means of double band links. 

The small medallions, which are joined together in the same 
manner as the large ones, are likewise made each from one piece, 
soldered within a ring of wire. Their designs are identical with 
the two types described above, but are on a slightly larger scale. 

The two designs alternate, and 
since the number of medallions 
in each chain is uneven, they 
begin and end with the same 
design. Details of the arrange- 
ment of the two types are shown 
in Plate XL. 

On two consecutive chains a 
small gold hook is soldered to 
the link connecting the twelfth 
and thirteenth medallion, that is, 
nearly at the middle of the chain ; 
the twelfth medallion is at the 
middle. The hooks, furthermore, 
face in opposite directions. This 
fact, reinforced by the evidence of 
a small terracotta of the Roman 
period (Fig. 43) found in Egypt 
and now in the Museo Archeo- 
logico at Florence, may afford a 
clue to the manner in which the 
ornament was worn on the person. 1 They suggest that one of 
the large medallions was worn on the breast, the other at the back ; 
two of the chains then passed over the shoulders and were held in 
place by the hooks, and the other two chains passed under the 
arms. 2 

1 A similar terracotta from Egypt is published by Weber, Die agyptisch-grUchischen 
Terrakotten (Berlin, 1914), no. 377. 

2 Says Pliny, speaking of feminine decoration (jV. H. 33, 40), discurranl catenae circa 
latera, i chains traverse their sides in different directions.' Compare Daremberg et Saglio, 
Dictionnaire, article "catena," Figs. 1246, 1248. 




FIG. 43. Terracotta of the Roman 
Period, from Egypt. 

Showing the manner in which the Burns breast 
chain was perhaps worn. 
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Plate XL 




Breast Chain, detail of designs 
Burns Collection. No. 15 
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16, 17. Pair of- Plain Gold Earrings with Pearl Pendants. 
Morgan Collection. Plate XL I 

Each, of the earrings has a plain ring (about 0.025 m. in 
diameter), with an opening for insertion in the ear. The end to 
be inserted in the ear diminishes slightly 
in diameter; the other end is provided 
with a knob. 

To this ring are soldered four small 
loops, from which hang pendants of closely 
plaited chains, (about 0.043 m. long), termi- 
nating in round pearls. On the lower side 
of each loop, in the angle formed by it 
and the ring, is a small gold bead. The 
chains end in small ribbed collars which 
have a loop at either end for suspension. 

The pearls are set on pins, finished 
with a small coil, to hold the pearls. 
Above the pearls is a gold bead. All 
eight pearls are in place; one is par- 
tially broken. The total length of each 
earring is 0.08 m. The Romans gave 
the name crotalia to pearls that were 
mounted in such a manner that they 
struck against each other, thus suggesting the sounds of castanets. 1 

It is difficult to date these earrings exactly ; they may not be 
later than the third century. In the Museum at Cairo are ear- 
rings of the same general style, from the Greco- Roman period ; 2 
one of them is shown in Fig. 44. * 



J 



FIG. 44. Earring of the 
Greco-Roman Period in 
the Cairo Museum. 



18, 19. Pair of Gold Earrings with Jewels. 
Collection. Plate XLII 



Burns 



In these earrings (length, 0.12 1 m.) the hook diminishes 
slightly to the end, and its loop is decorated with two globules, 
one on either side. The lower part of the body (about 0.041 m. 
wide) is semicircular in shape and encloses the arcs of two smaller 

1 Pliny, AT. H., 9, 123. 

2 Vernier, Bijoux et Orfevreries (Leipzig, 1907, 1909), Catalogue glntral des An- 
tiquitls igyptiennes du Mush du Caire, nos. 52437, 52438, PI. xxx. For other earrings 
of the sixth century, found in Cyprus, see Dalton, op. cit., Fig. 327. 
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circles; above, it ends in two scrolls. Between the ends of the 
semicircle are three small circular settings ; on either side of the 
scrolls, and between them is also a small circular setting. All 

these settings probably con- 
tained glass paste. 

Between the scrolls and 
below the circular setting a 
rounded elongated emerald is 
set on a pin which passes 
through a perforation in the 
stone; immediately below is 
a gold bead. To the circular 
setting just mentioned a bead 
and loop are soldered, and to 
this the hook of the earring" 
is attached. The surface of 
the body is chiselled in small 
lunates and wedges ; it is 
backed with gold foil. 

Each of the three pen- 
dants has three settings, which 
are attached to the body and 
to each other by means of 
hinges ; the hinges are made 
by passing a wire pin through 
band rings, the two outer 
bands being soldered to the 
same side, and the middle one 
to the other side. The set- 
tings are circular, square, and 
cone shaped, in alternation. 
On each earring one setting 
of glass paste is still pre- 
served. 

The pendants terminate 
in a gold bead and a pin; On the pin are strung, in the outside 
pendants, a cylindrical emerald and a large round pearl ; in the 
middle pendant, a small round pearl and a sapphire. The pin 
passes through the jewels, and holds them in place by being bent 
in a small coil below. The length of the middle pendant is 0.057 m. 




FIG. 45. 



Earring now in the Cairo 
Museum. 
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Earrim.s with Pendants and Jewels 

Bl'ItNS COLLECTION. Xos. IS AM) 19 



Digitized by 



Google 



Digitized by 



Google 








W 

CO 
OS 

w 
> 
w 

■A * 

E Q 

1-8 K 

e S 

s o 

Q 

a. 

^ d 
S * 

5 *' 

^ c 

s e 

* a 

w 
w 
PC 



Digitized by 



Google 



Digitized by 



Google 




X 




Digitized by 



Google 



Digitized by 



Google 




X 

w 






U 
cc 

PS 

c 

c 




c 



PCS PS 

*5 C 

pi 
u 

ps 



Digitized by 



Google 



Digitized by 



Google 



DESCRIPTION OF THE OBJECTS 



153 



These earrings resemble closely the following, nos. 20 and 21, 
and are probably as late as the sixth century. Similar earrings 
are in the Museum at Cairo ; one of them is shown in Fig. 45. 1 * 



20, 21. Pair of Gold Earrings with Jewels. 
Collection. Plates XLIII, XLIV 



Freer 





1 



FIG. 46. Detail 
of Upper Part 
of Freer Ear- 
rings, nos. 20, 
21. Original 
Size. 



These earrings are so similar in style and workmanship to 
those just described (nos. 18, 19) that we are probably safe in ascrib- 
ing them to the same period, if not to the same atelier. They 
are about o. 1 1 m. long. The hook is an open oval 
ring, the lower end terminating in a pellet (Fig. 
46). It may be that the hook was not intended 
to be inserted in the pierced lobe of the ear, but 
to be attached as a pendant to the side-pieces of 
the head-dress. 2 

The body (0.038 m. wide) is backed with gold 
foil (see reverses in Plates). It is in open-work, 
and triangular in form; the lunate recesses on 

the sloping sides are joined 
together by a lyre-shaped 
y^Zi WW scroll- At the three cor- 

«j f\ ners of the triangle, and in 

353fcf ^JL the centre of its base, is a 

Oil ! r circular setting; one set of glass paste is 

1 still preserved on each earring. In each 

! recess along the sloping side three small 

T(W pearls are strung on wire between band 
W rings; on one of the earrings two pearls 
Sf are missing. On the surface are shallow 
oblong and lunate settings, probably for 
glass paste. 

Each of the three pendants has two set- 
tings, connected by hinges, a circular and a 
box setting in alternate order. Their rela- 
tive size and relation are shown in the 
sketch and cross-section in Fig. 47. These settings probably all 
contained glass paste. The outside pendants terminate in cylin- 

1 Vernier, op. tit., nos. 52510, 5251 1, PI. xxxv. 

2 Dalton, The Burlington Magazine, May, 191 2, p. 65. 



FIG. 47. Detail Sketch 
and Cross Section of a 
Portion of One of the 
Pendants of the Freer 
Earrings, nos. 20, 21. 
Enlarged. 
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drical emeralds and pear-shaped pearls. The middle pendant is 
slightly longer than the others ; by comparison with the preced- 
ing (nos. 1 8 and 19) we may assume that it terminated also in a 
sapphire surmounted by a small round pearl; both pearls are 
preserved. 

The weight of no. 20 is 27.2 grammes; that of no. 21 is 26.3 
grammes. 

22, 23. Pair of Gold Armlets. Freer Collection. 
Plates XLV, XLVI 

These two fine armlets (diameter about 0.099 m are made of 
hollow tubes of gold, resembling the neck-rings of the two pecto- 
rals (nos. 1 and 3), ending in a ribbed 
cap at the clasp (diameter of the 
tubes 0.008 m.). The body of the 
fig. 48. clasp of one of the armlets is without ornamentation; 

Freer Armlets, nos. 22, 23. the clasp, which Consists of a heavy 
Reduced in Size. h(X)k and r ; ng (p ; & ^ j g concea l ed 

by shell-shaped ornaments flanking a round boss edged with a 
border of beads. In both armlets the hollow tube of the body 
opposite the clasps has by some accident been slightly indented. 

The weight of no. 22 is 65.6 grammes; that of no. 23 is 65.2 
grammes. 

24, 25. Pair of Spiral Gold Bracelets. Burns Collection. 

Plate XLVII 

The bracelets (diameter 0.067 m are solid, and the spirals, 
which represent a serpent, make slightly more than two turns in 
length. 

The body of the serpent enlarges in size from the head to the 
middle, and then diminishes to the tail. The head and neck are 
carefully worked, and the scales of the neck are indicated for about 
0.04 m. by cross-hatched incisions. The eyes are formed by small 
globules of gold. The tail, which is also chiselled, ends in waves. 

The bracelets are perfectly preserved. They may be as early 
as the first century, but it is difficult to determine the precise date, 
since the type is common in many periods. 1 It is not certain that 
this pair of bracelets belongs with the rest of the treasure ; possi- 
bly it came from Alexandria. 

1 See, for example, Vernier, op. cti. y nos. 521 14-52124, Pis. xiv, xv. 
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Incal emeralds md pear-shaped pearls The middle pendant is 
slightly longer than the others; by comparison with the preced- 
ing (nos. iS and i<>) we may assume that it terminated also in a 
sapphire sunr.i/ii:^" 1 by a small ro'i: d pearl; both pearls are 
preserved. 
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o Akmi kts. Frelu Collection. 
^ XLV, XLVI 

(diameter about 0.099 m.) are made of 
idling the nock-rin£> of the two pecto- 
rals (nos. t and 5), ending in a ribbed 
cap at the clasp (diameter of the 
tubes 0.00S m ). The body of the 
armlets is without ornamentation; 
-■■>■ the clasp, which consists of a heavy 
hook and ring (Fig. 48), is concealed 
i laments flanking a round boss edged with a 
In both armlets the hollow tube of the body 
has by some accident been slightly indented, 
no. 22 is 65.6 grammes; that of no. 23 is 65.2 
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Gold Bracelets. Burns Collection. 
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Plate XLVII 





Spiral Bracelets of Gold 
Birns Collection. Nos 24 and 25 
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Plate XI -VII I 





Bracelets with Open-work 
Morgan Collection. Nos. 26 and 27 
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26, 27. Pair of Gold Open-work Bracelets, 
lection. Plate XLVIII 



Morgan Col- 



This pair of heavy bracelets (diameter 0.07 m.) is entirely of gold 
without any setting of gems; the weight of one is 162.55 grammes, 
of the other, 164.55 grammes. 

Each bracelet consists of a band (0.025 m. wide), bent to form 
three-quarters of a circle ; the space between the ends is filled with 
a medallion face (diameter 0.047 m., including the rim). The 
medallion was held in place by means of two elaborate hinges; 
these consist of pins, which pass through three band rings, two 
rings being soldered to the body and one to the face of the brace- 
let ; the pins end in rude lions' heads. One of the pins is set 
permanently, the other is a screw pin removable to admit the wrist. 
This screw pin (on the right as seen in the Plate) is made in the 
usual way (p. 121, Fig. 19) and is removed by turning from left 
to right. 

Both the face and the body of the 
bracelets are edged with a triple row of 
small disks with pellet centres. In the 
open-work of both body and face appear 
delicate line designs and the graceful out- 
lines of doves, a design of great beauty, 
exhibiting the skill of the goldsmith at 
its best (Figs. 49 and 50). 

An open-work strip (0.013 m. wide), 
consisting of a single piece, was soldered 
between the heavy projecting rims of the 
body. The spaces on this open-work strip between the figures of 
the doves are occupied by a fret pattern and by minute leaf designs 
(Fig. 50), some details being indicated by chiselling. Eight 
doves are represented, four on each side, all facing the medallion. 




FIG. 49. Detail Sketch of 
the Design on the Face of 
the Morgan Bracelet, no. 
26. Original Size. 






x/yyyjyxcM&ywwwyx!^^ 



FIG. 50. Detail Sketch of the Design on the Body of the Morgan Bracelet, 
no. 26. Six-sevenths Original Size. 

Immediately opposite the face is a small ring enclosing a cross 
design. The band is bordered with fine double spirals closely 
laid. 
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Similarly, on the medallion face the open-work plaque, consist- 
ing of a single piece, shows straight geometric designs alternating 
with tiny leaf patterns (Fig. 49). In the centre the geometric 
design encloses a six-pointed rosette, with pellets between the 
petals. Around this is a band containing the figures of seven 
doves, three facing one way, four the other ; this band is bordered 
on both sides with the double spiral pattern described above 

(Fig- 5o). 

These bracelets are probably somewhat earlier than the follow- 
ing (nos. 28, 29), but the date is extremely difficult to fix. In 




FIG. 51. Gold Bracelet, perhaps op Coptic Origin, now in the British Museum, 

Sixth Century. 

Fig. 5 1 is reproduced a gold bracelet of the sixth century which 
has some points of resemblance ; l on the body are peacocks and 
geese, bordered by a flowing scroll. On the face is a bust of the 
Virgin, with uplifted hands. The workmanship is far inferior to 
that of the Morgan bracelets. This bracelet, now in the British 
Museum, is said to have been found in Syria, but it was purchased 
in Cairo and is perhaps Egyptian in origin ; it shows Coptic traits. 
A resemblance, on the whole nearer, appears in a gold bracelet 
which formed a part of the Kyrenia treasure already referred to, 
and is now in the Morgan Loan Collection in the Metropolitan 

1 Dalton, Guide to the Early Christian and Byzantine Antiquities in the British 
Museum (London, 1903), p. 109, and Cat, of Early Christian Antiquities and Objects from 
the Christian East (London, 1901), no. 279; cf. also Garrucci, Storia deW Arte cristiana, 
VI, Tav. 479, 24. 
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Bracelets with Jewels 
Morgan Collection. Nos. 28 and 29 
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Museum, New York (Fig. 52). 1 Both body and face have open 
work, vine leaves, and grapes within a scroll. This also is assigned 
to the sixth century. 




FIG. 52. Gold Bracelet pound in 1902 in the Vicinity of Kyrenia in Cyprus; now 
on Loan in the Morgan Collection at the Metropolitan Museum, New York. 



28, 29. Pair of Gold Bracelets ornamented with Jewels. 
Morgan Collection. Plate XL IX 

The body of these bracelets (diameter 0.06 m.) is a thin band of 
gold (0.023 m. wide), bent to form slightly more than three- 
quarters of a circle ; the space between the ends 
is filled with the medallion face. 

The body is in two parts, the clasp of the 
bracelet being opposite the face. 

The rims are edged with a delicate bead 
recalling the Greek moulding (Fig. 53). 

On the inner side of the body a strip hav- 
ing flat raised edges was soldered longitudi- 
nally. In this is cut a series of bow-shaped 
patterns (Fig. 53) showing the gold of the body 
as a background. The design is placed sym- 
metrically; the ends of the bows on both sides of the bracelet 
point toward the clasp. The purpose of the strip was evidently 

1 Dalton, Byzantine Art and Archaeology, Fig. 317, and Sam bo n, Le Afusie, III (1906), 
PL xx. 




FIG. 53. Bow-shaped 
Pattern on Inner 
Side of the Body 
of the Morgan 
Bracelets, nos. 28, 
29. Original Size 
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to provide a more solid base for the heavy set- 
tings on the outside. 

Along each edge of the body is a row of 
twenty-two round pearls, making forty-four on 
each bracelet as shown in a detail sketch (Fig. 54). 
The pearls are threaded on wires suspended from 
standards (about 0.006 m. high), in groups of four 
and three; between the pearls is a small gold 
bead. All eighty-eight pearls of both bracelets 
are still in place. 

Between the rows of pearls are fourteen set- 
tings, seven on each side between the clasp and 
the medallion face (Fig. 54). These seven con- 
sist of three moderate-sized Singhalese sapphires, 
set in an oval rim and held firmly with four claws, 
and four box-settings shaped like truncated pyra- 
mids inverted. The six sapphires of both brace- 
lets are preserved. In one of the box-settings, on 
one bracelet only, is an emerald plasma; it is 
likely that the others were set with the same 
stone. In some of the box-settings paste remains 
in which the gems were embedded. The seven 
settings between the clasp and medallion are so 
arranged that a sapphire alternates with two box- 
settings. 

Some of the sapphires have a pink or ame- 
thystine color. 1 They are oval in shape, and 
rather irregular, having a dull finish suggesting 
that they were polished by a soft buff, either 
leather, hide, or cloth, and not on a hard wheel. 

The clasp of the bracelet consists of three flat 
ribbon loops (one on one side, two on the other), 
into which a thin folded strip slides to form the 
fastening. The loops of the clasp are concealed 
by soldering oval settings upon them ; three of 
these on one bracelet, and one on the other, 



FIG. 54. 
Bracelet, no. 29. 



1 Specimens of sapphires in the Victoria and Albert Museum in 

London show that this stone has a wide range of color. Some are 

Morgan dark blue shading off to light blue, others are amethystine, blue 

amethystine, rose color, topaz yellow, and clear white like diamond. 
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Bracelets with Docble Medallion Face 
Von Gans Collection. Xos. 80 and 31 
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are still filled with glass that has become iridescent, resembling 
opal. 

The medallion face (diameter 0.034 m.) is attached to the body 
by two hinges, each having five joints ; two of these are soldered 
to the face and three to the body. The joints are round, and each 
hinge is fastened with a long pin. On the two projecting ends of 
the pin is set a round pearl, held in place by blunting the ends of 
the pin. One of the four pearls is missing from each bracelet. 

In the centre of the face is set a large Singhalese sapphire 
(about 0.018 m. long) in an oval frame, held by four pairs of 
claws. One of the sapphires, which has been drilled through its 
width, has a beautiful deep blue color. Surrounding the sapphire 
rise ten standards of heavy gold wire bent outward, between which 
ten round pearls are strung, and revolve, on a fine wire. The tops of 
the standards produce the effect of gold beads between the pearls. 
All ten pearls on each bracelet are in place. Thus each bracelet 
was ornamented with fifty-eight pearls, seven sapphires, eight 
emeralds (?), and three glass sets, or a total of seventy-six jewels. 

The exterior surface of the medallion face is slightly concave, 
and is perforated in the centre with a single 
bore. It has a wide folded edge (0.004 m * 
wide). 

The inner side of the face is set with a 
round plate cut with a pleasing design in 
openwork (Fig. 55). The design consists 
of an outer ring of small running spirals 
similar to those on nos. 5, 6, and 7 ; next to 
this is a ring of dots, and within the ring is 
a design of symmetrically arranged spirals 
ending in leaf and bud patterns. Worthy 
of note is the resemblance to the designs on 

the plaques of the necklace numbered 14 (Plate XXXVI). The 
leaf patterns recall similar ornamentation on Coptic monuments. 1 




FIG. 55. Design on Inner 
Side of the Face of the 
Morgan Bracelets, nos 
28, 29. Original Size, 



30, 31. Gold Bracelets with Double Medallion Face. 
Von Gans Collection. Plate L 

The body of the bracelets describes three-quarters of a ring, 
slightly oval (0.105 m. by 0.08 m. in diameter). This ring is 

1 For example Crum, op. at., nos. 8599, 8675, 8683, 8690-91, 8717, 8722 ; there are 
also numerous illustrations in Strzygowski, Koptische Kunst, and Gayet, op. tit. 
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hollow, with six longitudinal ribs rather deeply chiselled with 
cross notches at short intervals, possibly to suggest a plaited 
chain. 1 The weight of both bracelets is 162 grammes. 

The body ends in short truncated cones encircled by a 
ring. The double medallion face is attached to the body by 
hinges of two ribbed rings soldered to the ends of the body, 
and one soldered to the side of the face. On one side the 
hinge pin is set permanently; on the other is a screw pin, by 
means of which the bracelet was opened. In the hinges are 
traces of bronze pins. The hinge pins end in faceted heads, and 
a pellet is on the top of the hinge ring that is fastened to the 
face. These hinges are very similar to those on the medallions, 
nos. 2 and 4. 

The face consists of two small framed medallions. These are 
held together by a three-sided, right-angled strip, visible on the 
back, but concealed on the front by a rosette and a three-petal 
ornament with a pellet centre ; the decoration is similar to that of 
four other objects, nos. 1, 2, 3, and 4. The frames of the medal- 
lions (diameter 0.03 m.) are slightly bevelled, and have a beaded 
border soldered on both the outside and the inside. Each medal- 
lion with its frame is made from one piece. On each bracelet the 
portraits are alike, but reversed. They are framed disks ; not real 
coins, but free-hand chiselled imitations of an obverse, 2 appearing 
in reverse on the back. An emperor is represented with a crested 
helmet, cuirass and military cloak. On the right medallion he 
faces slightly to the left; the right hand holds a spear over the 
shoulder, the point of the spear appearing at the right of the 
emperor's head. In his left hand he holds a shield bearing 
some device. These details are reversed on the medallion at the 
left. 

The legend also is a barbaric imitation of some imperial coin, 
and is unintelligible. The narrow strip containing the legend is 
bounded by incised lines, which served as guides in making the 
letters. They are roughly outlined, and have a perpendicular 

1 Zahn, op. tit., p. 92, thinks that it was to suggest " das Aussehen zu einem Biindel 
zusaramengefasster Perlschniire." 

2 Other examples of imitation coins as decoration of jewels are the two gold diadems 
in the Hermitage at St. Petersburg, and the medallion of Tetricus which was stolen from 
the Cabinet des Me'dailles in Paris in 1831 (Lenormant, La Monnaie dans VAntiquitl, I, 
p. 38 ) Comparable also are the central medallions of the two pectorals, nos. 1, a and 3, a ; 
see also Zahn, op. tit., p. 83, fig. 42. 
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ridge between them. The legends are similar, but not identical. 
So far as they can be made out they are as follows: 

1. Right side, ONOIO 01 NOI 
Left side, ONO I ONOI 

2. Right side, ONON I ONINO 
Left side, ONOIN ONOIN 

The type of head is one that appears on coins in the last of the 
fourth, the fifth, and the sixth centuries. One naturally thinks of 
D N HONORIVS as the source of the legend, but there can be no 
certainty that this is correct. An unintelligible coin legend occurs 
also on the central medallion of the pectoral, no. i. 

These imitations of real coins were not stamped from the same 
block, since the two with the emperor facing left, with the spear 
in the right hand, and their reverses, although very similar, show 
slight differences of detail. Zahn suggests * that on account of 
the dimensions the bracelets are too large for feminine wear. 

32, 33. Pair of Gold Bracelets decorated with Jewels. 
Von Gans Collection. Plate LI 

In these bracelets the body describes three quarters of an 
oval (0.073 m. by 0.06 m. in diameter). It was made by bending 
a gold wire into a scroll (about 0.017 m. wide)* 
so as to form nine loops like a vine stem, thus /^^^^^ 
\J\f\J\f\J. The spaces between the loops are I y 

filled alternately with circular sections of mother- ^ 

riit /-s\ 0^1 r FIG. 56. Shape of 

of-pearl and glass paste (?) sets. 2 There are five setting em- 
of the former and four of the latter, so that a ployed on the 
mother-of-pearl setting is placed on either side of ^"nos ^33 
the face of the bracelet, and one directly opposite enlarged. 
it. The sections of mother-of-pearl are set on 
pins, which are soldered to opposite sides of a band ring setting, 
and beyond it to the wire of the scroll. In some sets the pins are 
exposed. Surrounding each setting are four pear-shaped settings 8 

1 Op. cit., p. 92. 

2 The " traces " of glass setting in this and in other objects may be only the paste by 
means of which the set, whatever it was, was held in place. Zahn, op. cit., p. 90, suggests 
that garnets were used here to represent grapes and emeralds the leaves. 

8 The design of vine leaves and fruit is common in Coptic art (Crum, op. cit., 8599, 
8718, Strzygowski, Koptische Kunst, 7374, 7375), but of course occurs often elsewhere. 
Worthy of note is the treatment of this motive on the bracelet from Kyrenia (Fig. 52). 
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of a peculiar shape, with traces of paste ; the shape of these settings, 
enlarged, appears in Fig. 56. 

In the alternating loops are two designs (Fig. 57), which in 
turn alternate: 

(1) A cluster, resembling a bunch of grapes, of six small cylin- 
drical settings, in which are traces of paste ; on one side is a single 
spiral which helps to strengthen the frame, and below, stretched 
across the loop, is a small coil of wire, like a vine tendril. The 
wire is wound slightly larger at one end, the larger end being 
placed in the direction of the face of the bracelet. 

(2) A palmette cluster, resembling a vine leaf, of five settings, 
also containing traces of paste ; on one side is a single spiral, and 
below is a coil of wire as previously described. The clusters 
representing the grapes and vine leaves are conventionalized. 

All the settings are backed with gold foil, and are placed hori- 
zontally, lying in each case in the direction of the face of the 
bracelet. This symmetry in the reversing of types is noteworthy 

(Fig. 57). 

To each end of the scroll a bar is soldered. To this in turn 
are soldered two hinge joints, shaped like double gold pearls; 
on one side one of these gold pearls forms the head of the screw 
pin. Another hinge, also pearl-shaped, is soldered to the face of 
the bracelet, and a screw pin on one side provides the clasp. The 
hinge pin was of bronze, as the traces show. 

The face of the bracelet consists of a large central rosette 
plaque (Fig. 57) (diameter about 0.023 m.), having two layers of 
six petals each ; a small gold pellet and a round pearl, set on a pin 
in the usual manner, are placed at the angles between the petals. 
Only one pearl on one bracelet is missing. On each side of the 
rosette plaque is a large oval setting, within which a rim is sol- 
dered ; in one of these settings are traces of paste. In the centre 
of the rosette is a cone-shaped setting. This set on one bracelet 
has disappeared; on the other it is well preserved, and consists 
of glass paste now iridescent. In the inner and smaller layer of 
six petals, traces only of the sets remain on one bracelet ; on the 
other, an emerald and a glass set that has become iridescent are 
well preserved ; possibly emeralds and glass alternated. The floor 
of some of these settings has been pierced with an oval hole. In 
the outer or larger layer of six petals are traces only of paste. 
Small round settings are placed between the outer ends of the 



Digitized by 



Google 



Plate LIT 






Bracelet with Jewels 
Yon Gans Collection. No. 34 



Digitized by 



Google 



Digitized by 



Google 



DESCRIPTION OF THE OBJECTS 

petals; traces only are found on one bracelet; 
on the other one jewel, an emerald, is well pre- 
served. Both the oval settings and the rosette 
plaque are backed with gold foil ; in the case of 
the latter the gold foil was worked with a raised 
design representing a circle enclosing a star 
with six rays. One bracelet is in better condi- 
tion than the other ; all the pearls, and four sets 
of the rosette, are still in place. 

These beautiful bracelets were executed in a 
fine, delicate style, and the effect of the pair in 
their original condition, with the splendid rosette 
face and imitation of the vine with tendrils, 
leaves, and fruit, set off by the bright colors of 
the sets, must have been pleasing. Zahn * places 
the bracelets at the end of the fifth century. 

The weight of both bracelets is 104 grammes. 
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34. Single Bracelet with Jewels. Von 
Gans Collection. Plate LI I 

The face of the bracelet (diameter, 0.062 m.), 
square in shape, consists of a cluster of thirteen 
settings; in the centre is a large setting, and 
twelve smaller settings are placed along the four 
sides. The centre setting is cylindrical, and 
contains, within a slightly concave rim, an 
aquamarine (sapphire ?). 2 At each of the four 
corners are cubical settings, within which a rim 
is soldered, as in the oval settings of the brace- 
lets (32, 33), containing round pearls, of which 
one has fallen out ; the sides of these settings are 
divided by diagonal lines, the upper triangle 
thus formed being cut away. On the top sur- 
face a ring of plain wire was soldered, from 
which extend two pins that pierce the pearl and 
hold it in place. The remaining settings are 
either oval or cylindrical, containing, within a 
slightly concave rim, either emeralds or dark red 



1 Op. cit., p. 92. 



2 See p. 143, footnote i. 



FIG. 57. Berlin 
Bracelet, no. 32. 
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stones, arranged apparently in alternate order ; two of the settings, 
however, are now empty. Gold spiral-shaped strips are soldered 
in between the settings, which are backed with gold foil ; these 
serve to hold them firmly together. Between the settings gold 
pellets are also soldered. On the right and left sides of the face 
is soldered a thin bar, to which a plain hinge ring is fastened. 

The body of the bracelet (diameter 0.062 m.) has on the inner 
side a smooth strip of gold. The edges are heavy double wires, 
twisted ; between are two bands of smaller twisted wires, one of 
notched and two of plain wires ; the latter, four-sided, are in reality 
small strips cut from gold plate. Each end of the body terminates 
in a triple ribbed cap, to which two hinge rings are soldered. On 
one side the hinge pin is set permanently; on the other it consists 
of a screw with a faceted head, and thread wire soldered in the 
usual way. 

35. Gold Cross set with Emeralds. Von Gans Collection. 

Plate XXXIII, 2 

The shape of the loop by which the cross was attached, and 
the size of the cross itself (length 0.06 m.), show that it was not 
originally attached to the pectoral (no. 3), to which it was attached 
at the time of purchase ; the gold of the cross is also somewhat 
paler. The cross is backed with a cross-shaped plate of gold, 
upon which the top is carefully soldered. 

On all four arms of the cross a simple design is chiselled. At 
the four ends, and in the middle, are circular settings surrounded 
by a concave rim. In the lower end there is still an emerald. A 
cross of similar shape was found with the Kyrenia treasure. 1 

36. Portrait Statuette of Rock Crystal. Freer Collec- 

tion. Plates LI 1 1, LIV 

This statuette, including the base (0.015 m.) of gilded silver in 
which it stands, is about 0.095 m - high. The weight is 73.3 
grammes. 

The base is thickly incrusted with oxidization ; there is no 
trace of an inscription. The head and shoulders, which are 
slightly stooping, are turned a little to the right. 

1 Dalton, Byzantine Art and Archaeology \ Fig. 317, and Myres, The Reliquary and 
Illustrated Archaeologist, IV (1898), p. 109, Fig. 1. 
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The figure is clad in a chiton and peplos. The right hand 
holds an object, perhaps a libation bowl. The left arm hangs 
straight down by the side; the feet are close together, and the 
pose of the whole figure is rather stiff. The hair is parted in the 
middle, and heavy coils fall over the forehead, extending around 
to the back of the neck. The figure represents a woman; the 
features are individualized, and the statuette is undoubtedly a por- 
trait. It does not, however, portray an empress; an empress would 
have a diadem. Specimens of portrait sculpture later than the 
fourth century a.d. are rare, and generally, on account of their 
lack of individuality, are difficult to identify. This statuette is 
not lacking in individuality, but search has thus far failed to find 
the type elsewhere. 

Between the feet there is a curious boring (about 0.0075 m - * n 
diameter at the opening) made nearly through the crystal, from 
the front. The purpose of this, seemingly, was to separate the 
feet plastically, so that they should not seem to be made of one 
piece. 

The bottom of the base in places spreads outward and shows a 
freshly broken edge ; from this fact it may be assumed that the 
statuette originally stood upon some object from which it was 
deliberately wrenched in modern times. 

Crystal {crystallus^ icpuoTaXXo?) was found in India, Asia 
Minor, Cyprus, and in the Alps, that from the Alps, according 
to Pliny, being preferred. 1 While crystal was commonly em- 
ployed in antiquity to make seals, spherical pendants, and cups, 2 
the use of this material for making statuettes seems to have been 
exceedingly rare ; indeed, because of its transparency, it was not 
well adapted to this purpose. 

In classical antiquity precious stones of any kind were not fre- 
quently used to represent the human figure. In the Metropoli- 
tan Museum at New York, however, is a statuette of Nike in 
chalcedony, belonging to the late Greek period. Among the finds 
upon the Esquiline Hill in Rome in 1545 many objects of crystal 
are reported, and among them ' a figure with a base ' (una figura 
con la base). 8 In the Munzcabinet at Munich is a crystal statu- 

1 N. N. 37, 23-29. Cf. also Isid. De EtytnoL, XVI, 13. 

8 BlUmner, Technologic und Terminologie der Gewerbe und Ktinste bei den Griechen 
und Romem, III, p. 249, IV, p. 386. 

• Rostowzew, Rdm. Mitth^ 1898, pp. 91, 92. 
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ette 0.105 m. high, representing the upper half figure of a man 
dressed in tunic and toga and dating from the second century A.D. 1 
The Louvre has a statuette of rock crystal representing the torso 
of a figure wearing the cuirass, perhaps a Roman emperor. In 
the Bibliotheque Nationale in Paris are four objects in crystal of 
the ancient period, the fore part of a horse, a fish, and two small 
female heads (0.028 m. and 0.026 m. high respectively). 2 A 
fragment of a boar in crystal, found at Pergamum, is in the 
Antiquarium in Berlin. Watzinger 8 describes a fragment of a 
crystal statuette of Hercules and the lion (0.045 m - high), which 
was found during excavations on the west slope of the Acropolis 
at Athens. There are several small objects in crystal (fishes, 
locusts, and small vessels) in the Naples Museum. 4 In Cyprus 
in the Greek period, 8 and later in the Roman period, 6 crystal was 
employed for vases and rings. 

The use of crystal for cups and small portrait heads in the 
fourteenth and fifteenth centuries, and in Chinese art, is well 
known. 

No known specimen of crystal, however, throws light on the 
interpretation of this statuette. 

1 Furtwangler, Die antiken Gemmen (Leipzig, 1900), III, p. 368, fig. 204. Compare 
also Furtwangler, Beschreibung der geschnittenen Steine im Antiquarium (Berlin, 1896), 
p- 353> n <>s- "362fol. 

2 Babelon, Catalogue des Camies antiques et modern es de la Bibliotheque Nationale 
(Paris, 1897), nos. 198, 207, 329, 331. 

8 At hen. Mitth., 1901, pp. 326, 327. 

4 Borioni, Collect. Anliqu. Rom., Taf. Ill, according to Sittl, Archaologie der Kunst 
(ed. 1895, P* 22I )> nas a representation of a small figure in crystal. 

6 Myres, Handbook of the Cesnola Collection (New York, 1914), pp. 394* 425- 
8 Furtwangler, Die antiken Gemmen, I, PI. xlviii, 5, xlix, 11, 11 a. 
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Walter Dennison was born near Ypsilanti, Michigan, 
August 9, 1869. 

Upon graduating from the University of Michigan, in 1893, he 
was appointed to the Elisha Jones Classical Fellowship for two 
years. During the first year of his tenure he continued his 
studies in the Graduate School of the University, receiving the 
degree of Master of Arts in 1894. The following year he went 
abroad, studying first at the University of Bonn, then in Italy. 

In the fall of 1895 the newly founded American School of 
Classical Studies in Rome opened its doors, and to Dennison fell 
the distinction of appointment to one of the two fellowships first 
established -in connection with the School. The appointment 
was renewed for the second year, 1896-97. 

Four published papers were the immediate outcome of Mr. 
Dennison's study in Italy. The first of these, " Some New In- 
scriptions from Puteoli, Baiae, Misenum and Cumae," appeared in 
the American Journal of Archceologv in 1898. Presenting, as it 
did, the new inscriptions that had been obtained by De Criscio, 
the erudite parish priest of Pozzuoli, it was an important supple- 
ment to the earlier publication of De Criscio's Collection by 
Mommsen in the tenth volume of the corpus of Latin Inscrip- 
tions. Moreover the warm regard which the aged ecclesiastic 
came to have for the young American scholar made possible the 
negotiations which led to the transfer of the De Criscio Collec- 
tion to the University of Michigan. A second paper, "The Epi- 
graphic Sources of Suetonius," accepted by the University of 
Michigan as a thesis for the degree of Doctor of Philosophy, was 
published in the same journal in 1898. An article entitled 
" Syllabification in Latin Inscriptions " appeared in the first vol- 
ume of Classical Philology, and summarized admirably the results 
of an examination of practically all the available material. The 
last of the four papers, " The Movements of the Chorus chanting 
the Carmen Saeculare of Horace," was published in the first vol- 
ume of the University of Michigan Studies, Humanistic Series. 
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While by the range and the quality of this earlier work Denni- 
son proved himself to be a scholar of unusual promise, on his 
return to the United States he showed also that he had the quali- 
fications of a successful teacher. For two years he was an in- 
structor in Latin at the University of Michigan ; then went to 
Oberlin College as Professor of Latin (1899-1902), but returned 
to Michigan in 1902 as Junior Professor of Latin. Upon his 
students he impressed himself by the breadth and soundness of 
his scholarship, by his devotion to the highest ideals, and by his 
modesty and sincerity. He knew them well and took a personal 
interest in their welfare. He published several articles on educa- 
tional subjects, and some textbooks, and was a member of educa- 
tional as well as scientific associations. He was on the staff of 
lecturers of the Archaeological Institute of America. 

In 1908-09 he was again in Italy as " Annual Professor" in 
the American School of Classical Studies ; and while in Cairo as 
a delegate to the Archaeological Congress, he learned of the dis- 
covery Qf the first portion of the Gold Treasure. Upon his 
recommendation this was brought to the attention of Mr. Charles 
L. Freer, who obtained it for his art collection. In 1910 Mr. 
Dennison accepted the headship of the combined departments of 
Latin and Greek in Swarthmore College. 

Of later contributions the most frequently cited has been the 
article " A New Head of the So-called Scipio Type : An Attempt 
at its Identification," published in 1905 in the American Journal 
of Archeology. Here it was shown conclusively that the busts 
which previously had been identified as portraits of the most 
famous of the Scipios, represented in reality several unnamed 
priests of the Goddess Isis. This paper was characterized by 
thoroughness of search, accurate observation of minute details, 
command of literary sources, balanced judgment and lucidity; 
and these same qualities in a high degree are manifest in the 
present monograph, Dennison's last piece of work. 

Mr. Dennison left unfinished a volume on the Latin and 
Greek inscriptions in the collection of the University of Michi- 
gan, and some other work which he had either actually begun or 
definitely planned. His passing, in the prime of his life, is a dis- 
tinct loss both to scholarship and to education. 
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Abbot, representation of, zo. 

Abukir, medallions of, 107. 

Acrostic, 126. 

Adam, 48, 50, 51, 52, 61 ; skull of, at foot of 
cross, 44. 

Adana, medallions found at, 107, 130-132. 

Ainaloff, 79. 

Alexander Magnus, 75, 107. 

Alexander Severus, aureus of, 112, 140, 141. 

Alexandria, 67, 76, 78, 101, 134. 

Ambrosian Library, manuscripts, see Milan. 

Amethysts, 99, 144, 145. 

Anastasis, see Resurrection. 

Anastasius, patriarch of Alexandria, 67. 

Angels, representation of, 7, 8, 9, 17, 18, 19, 
20, 21, 25, 36, 51, 60, 66, 71, 72, 73, 74, 75, 
80; in the Descent from the Cross, 42, 43; 
angel as symbol of Matthew, 37. 

Annunciation, 75, 127, 120-132. 

Anthemius, solidus of, in, 112, 114, 115. 

Antinog, 08, 132 ; fresco at, 74. 

Apostles, 68, 71, 72, 73. 

Apostles, Church of the, see Constantinople. 

Aquamarines, 143, 145-148, 163. 

Archangels, 22. 

Alius, 24. 

Armlets, 106, 154. 

Ascension, 71, 74, 75 ; Palestinian type of, 73 ; 
Syrian type of, 71-72, 73; at Deir-es- 
Suriani, see Deir-es-Suriani. 

Asceticism, reflected in Klimax miniatures, 
10, n. 

Ateliers of goldsmiths, 101. 

Athanasius, 38. 

Athos, Mt., Monasteries : Chilandari, psalter, 
35; Dionysiu, lectionary, 28, 29, fresco, 
56 note; Dochiariu, MS. No. 52, 39, 40; 
Iviron, MS. No. 1, 49, 50; MS. No. 5, 43, 
49» 5o> 5 6 , 58> 60, 61 ; Kutlumusi, fresco, 56 
note; Lavra, fresco, 56 note; Pantokrator, 
MS. No. 61, 49 Protaton, fresco, 56 note; 
Stravroniketa, MS. No. 50, 3, 9, 14, 18, 19, 
21; Vatopedi, MS. No. 713, 39, 40. 



Attic grave reliefs, 16. 

Augustine, St., 38. 

Aureole or Glory, 69, 72, 73. 

Aureus, 112; framed, 106, 107, 140-142. 

Author-portrait in Byzantine art, 16-17, 34- 

B 

Baptism of Christ, 75, 80. 

Baptist, St. John, see John. 

Basiliscus, solidus of, 112. 

Bawtt, frescoes at, 65 note, 68, 69, 71, 72, 73, 

74, 75, 79; Ascension, 71; its date, 75 ; 

Chapel XVII, 68, 70, 71, 75; Chapel XLII, 

69, 71, 74. 
Beads, edging of , 100, no, 116, 119 f., 129, 136, 

140, 142-144* 157. 
Beasts, four, as symbols of the Evangelists, 

38-40. 
Benediction, "Greek," 17. 
Berlin Museum, early Christian wood-carving, 

67. 
Bethlehem, Church of the Nativity, mosaic, 

56. 
Bibliotheque Nationale, Manuscripts in, see 

Paris. 
Bird, in Mark portrait, 34, 37; symbol of 

Mark, 40. 
Bordier, 13. 

Bosses in ornamentation, 100. 
Boy, 7; in representations of the Klimax or 

Heavenly Ladder, 9, 18, 21. 
Bracelet, found in Syria, 156; found near 

Kyrenia, 156. 
Bracelets, 154-164. 
Breast chain, 149-150. 
British Museum, see London. 
Brockhaus, 39, 40, 43, 60. 
Burns Collection, 97 ff. 
Byzantine drawing, 61. 



Calf, symbol of Luke, 38, 39; symbol of 

Mark, 38. 
Cambrai, manuscript of Klimax at, 2. 
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Cameo, 142, 144, 145. 

Cana, Marriage at, 128, 132-135. 

Caracalla, framed medallion of, 105. 

Chain, breast, 149, 150. 

Chains, 100. 

Cattaneo, 6. 

Celso S., Milan, see Milan. 

Chalandon collection, see Paris. 

Chekmukmedi Enamel, 49, 50. 

Chiselling, 100. 

Chludoff Psalter, 49. 

Christ, representations of, 11, 12, 13, 14, 18, 
19, 20, 21, 22, 25, 60, 61, 62, 66, 69, 71, 72, 
73, 74, 80; in Descent into Hell, 45, 48, 50, 
51; in Doubting of Thomas, 54, 55; in 
Christ and Holy Women, 56, 57; Christ 
Child in Nativity, 80; Christ in Descent 
from the Cross, 41, 42, 44; thirty years of 
secret life of, 1. 

Christ and Holy Women, 33, 56-58, 59, 60; 
miniature in Freer Collection, see Freer. 

Christian monogram, no, 117, 123. 

Christians, representation of, 79. 

Cl&iat, 68, 69, 71. 

Climacus, St. John, life, 1 ; representations of, 
4, 6, 8, 9, 12, 13, 14, 16, 17, 18, 21, 24, 27, 
29, 36 ; portrait in miniature in Freer Collec- 
tion, see Freer ; triumph of, 9. 

Codex Rossanensis, 16, 35, 66. 

Codices, see Athos, Cambrai, Florence, London, 
Milan, Munich, Paris, Rome, Sinai, St. 
Petersburg, Vienna, Washington. 

Coins, imitation of, 160, 161; framed, 135- 
142 ; mounted for purposes of jewelry, 103- 
107, no, in; with unintelligible legends, 
no, 160, 161. See Medallion. 

Coislin 88, see Paris. 

Coislin 263, see Paris. 

Colophon, see Freer. 

Colophons, in Klimax MSS., p. 27, note. 

CONOB, etc., interpretation of, in. 

Constantine the Great, coin of, 104. 

Constantinople, 10 1 ; Church of the Apostles, 
mosaic, 55, 57, 71 note. 

Constantinople, Monastery of St. John Baptist, 
28,29. 

Constantius II, coin of, 104. 

Conventionality, in Coptic art, 76. 

Coptic art, evolution of, 75-80; characteristics 
of, 102, 134-136, 156, 159- 

Copts, 76. 

Cosmas Indicopleustes, MSS. of, 77. 

Council of Nicaea, see Nicaea. 

Cross, 12, 41, 48, 123-28, 164. 

Crotalia, 151. 

Crucifixion, 42. 



Crystal, 165, 166; statuette, 164-166. 
Cylindri, 99. 

D 

D'Agincourt, 3, 22. 

Daphni, Monastery, mosaic, 49, 50, 55 note; 
Crucifixion, 61. 

Date of the Treasure, see Treasure. 

David, 48, 50, 52. 

Deir Abou-Hennes, 66 note. 

Deir-es-Suriani, 74; fresco of Ascension, 75; 
wooden door, 67. 

Demons, representations of, 5, 8, 9, 12, 17, 18, 
20, 21, 22, 25, 50. 

Demos on Attic decrees, imitation of, 11. 

Descent from the Cross, 41-45, 60, 61, 62; in 
miniature of Freer Collection, see Freer. 

Descent into Hell, 33, 60; connection with 
Fourth Gospel, 45 ; description of, in Gospel 
of Nicodemus, 48 ; iconography of, 45~53 J 
list of monuments representing, 49 ; minia- 
ture in Freer Collection, see Freer ; symbol 
of Resurrection of Christ, 48. 

Dextera Domini, 10, 11, 17, 25, 36, 73. 

Diadem, 102, 103, 117. 

Dionysius of Fourna, 20, 21, 22. 

Dioscurides, see Vienna. 

Diptych, five-part, 80. 

Discovery, personification of, 16, 35. 

Dit des Trois Morts et des Trois Vifs, 8. 

Dochiariu, see Athos. 

Dove, 73 ; at ear of Mark, 36. 

Doves in open work, 155, 156. 

Dragon, see Hell. 

Duccio, 45, 56. 

Durham Book, 36. 



Eagle, symbol of John, 37, 38; symbol of 
Mark, 38, 39, 40; symbol of Matthew, 40. 

Earrings, 1 51-154. 

Egypt, Christian art of, native traditions, 76. 

Elenchi, 99. 

Emeralds, 98, 99, 143-148, 152, 154, i59> 162- 
164. 

Encolpia, 107, 130, 135. 

Etschmiadzin, Gospel, 74; ivory of, 130, 132. 

Eugenios, 79. 

Evangelists, portraits of, 17, 36, 39, 67; in 
Gospel miniatures of Freer Collection, see 
Freer ; on covers of Washington Manuscript 
of Gospels, see Freer. 

Evangelists, symbols of, 12, 36, 37, 38, 39, 40, 
59, 69, 71, 72, 73, 74; rarity in Byzantine 
MSS., 39; use of symbols in twelfth cen- 
tury, 40. 
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Eve, 48, So, 51, 52. 

Ezekiel, beasts in vision of, 38. 



Female Figure dictating to John, 35. 

Florence, Laurentian Library, Gospel of 
Rabulas, 57, 7h 73> 74, 75, 80; MS. of 
Rlimax, 26. 

Footstool, see Pedestal. 

Freer Collection, Covers of Washington Manu- 
script of the Gospels: 63-81; binding, 
63-64; date, 67-75; description, 63-66; 
technique of painting, 64-66; place in 
Coptic art, 80; portraits of Evanglists, 

64, 65, 66, 68-70, 71; portrait of John, 

65, 66 and note; of Luke, 65, 66, 68; of 
Mark, 65, 66, 68, 69, 81 ; of Matthew, 65, 66. 

Freer Collection, Gospel Miniatures: 31-62; 
date, 59; description, 32-34; indices, 
31-32; original arrangement, 33; style, 
60-61; technique, 61-62; Christ and Holy 
Women, 56; Descent from the Cross, 41 
and note, 45, 60, 61; Descent into Hell, 
45 and note, 51-52; Doubting of Thomas, 
54; Evangelists, portraits of, 34-35, 62; 
Madonna and Saints, 58, 61. 

Freer Collection, Klimax Miniatures: 3, 9, 
12, 14; date and origin, 29; style, 29-30; 
Climacus, St. John, portrait of, 14-16; 
miniature of Heavenly ladder, 17, 18, 21; 
colophon on Ladder miniature, 17, 26, 28, 
29 ; inscription on Ladder miniature, 26. 

Freer Collection, Gold objects, 97, ff. 

Frontality, 77, 79, 80. 



Galla Placidia, framed medallion of, 105. 

Gardthausen, 28. 

Gayet, 64, f6. 

Gaze, oblique, as Hellenistic characteristic, 77, 

79- 
Genii, winged, at ears of Mark and Luke, 36. 
Girdle from Kyrenia, 107, 140. 
Glass paste, 09, 139, M3i l 4 6 , W i53> ^59, 

161, 162. 
Globules in ornamentation, 100, 116, 120, 121, 

151, 154. 
Goldsmiths, ateliers of, 101. 
Golenisheff Collection, see St. Petersburg. 
God, representation of, 19 ; hand of, see Dex- 

tera Domini. 
Gold background, 11, 13, 34, 54, 62. 
Golgotha, 44. 

Gospels, Byzantine, classification, 31. 
Gospel miniatures, see Freer Collection. 
Gospel of Rabulas, see Florence. 



Graffiti, 68, 71. 

Grapes, pellets to represent bunches of, 100. 

Grapevine with leaves and fruit, in, 119, 120, 

122, 157, 161-163. 
Gratianus, coin of, 104. 
Gregory Nazianzenus, Homilies of, see Paris. 
Gregory the Great, 39. 
Grenfell, 71. 

H 

Hades, 48, 50. 

Hand of God, see Dextera Domini. 

Haloes, 68, 80. 

Harleian 18 10, manuscript, see London. 

Heaven, 13, 14, 22. 

Hell, Descent into, see Descent. 

Hell, representations of, 13, 75; represented 
by dragon, 9, 14, 17, 18, 20, 21, 22, 24, 25; 
Gates of Hell, 48, 50, 52, 60, 62. 

Hellenism, element in Coptic art, 76 ; reaction 
against in Egypt, 76, 79, 81. 

Herrad von Landsperg, 25. 

Herbert, J. A., 39. 

Hinge pins, 101, 121, 139, 144, 152, 160. 

Hinges, 100, 101, 129, 140, 147, 152, 162, 164. 

History of the World, see St. Petersburg, Gol- 
enisheff Collection. 

Hohenburg in Alsace, 25. 

Homilies of Gregory Nazianzenus, see Paris. 

Homilies of Monk Jacobus, see Jacobus. 

Honorius, 78 ; framed medallion of, 105. 

Hortus Deliciarum, see Herrad von Land- 
sperg. 

Human figure, Hellenistic treatment of, 77, 
79,80. 

Human figure, symbol of John, 35, 40. 

I 

Ikons, in Likhatcheff Collection, see St. Peters- 
burg. 

Imitation medallions, 107, ioo-in, 122; coins, 
160, 161. 

Indices, to Mark and John, in Freer manu- 
script, see Freer. 

Innocents, Massacre of, see Massacre. 

Inscriptions : on Covers of Washington Manu- 
script of the Gospels, 64; on portrait of 
John, Freer Collection, 35; on Ladder 
miniature, Freer Collection, see Freer; on 
portrait of Mark, Freer Collection, 34; 
with symbols of Evangelists, 40. 

Inspiration Motif : in portraits of Evangelists, 
35~37 J types of, in Byzantine MSS., 36, 40. 

Irenams, 38. 

Iviron, see Athos. 

Ivories, Christian, 80; with representation of 
the Annunciation, 130-132 and fol. 
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Jacobus, Homilies of, 19. 

Jerome, 38, 39. 

Jesse, Tree of, 25. 

Jewels used as ornamentation, 98, 102, 103. 

Johannes, Abbot of Raithu, see Raithu. 

John, St. Climacus, see Climacus. 

John, St., Evangelist: in Descent from the 

Cross, 41, 42, 44; gospel of, 45 ; in miniature 

of Freer Collection, see Freer ; in Covers of 

Washington Manuscript of the Gospels, 

see Freer. 
John the Baptist, 48, 50, 52, 59, 80. 
Joseph of Arimathea, 41, 42, 44, 61. 
Joseph, St., 80. 
Journey to Bethlehem, 74. 
Justinian I, mosaic portrait of, 102, 103, 117, 

136; solidus of, 113, 114, 135, 136, 138, 

140; tremissis of, 114, 115, 124. 
Justinus II, solidus of, 137; semissis of, 122- 

1 24 ; tremissis of, 1 24 ; coin of, 1 25. 



Kiev, St. Sophia, mosaic, 55 note; Madonna, 
58 note. 

Kings of Israel, 48. 

Klimaz, or Heavenly Ladder : composition of, 
1; description of, 1; illustrated manu- 
scripts of, 1-14, list, 3; titles of "rungs," 
list, 2; titles of " rungs,' ' illustrated, 3-5, 
7-9; translations of Klimax, 2. 

Klimaz, or Heavenly Ladder, representations 
of, 6, 9, 13, 14, 17, 18, 19, 20, 21, 22, 24; 
evolution of iconography, table, 21. 

Kondakoff, 12, 103. 

Kyrenia, silver treasure found near, 09, 101, 
103, 107, 117, 140, 156, 164. 



Labarum, 9, 115, 117, 118. 

Ladder, Heavenly, see Klimax. 

Ladder, in Hortus Deliciarum, 25; of Jacob, 

18, 19. 
Lambros, 14, 40. 
Laurentian Library, see Florence. 
Leaf designs in ornamentation, 100. 
Legends, remarkable, no, 122, 125, 126, 128, 

129, 131, 136-138, 146, 161. 
Lent, readings for, in Eastern church, 19. 
Life, personification of, 6. 
Likhatcheff Collection, see St. Petersburg. 
Lion, symbol of John, 38, 39; of Luke, 38/ 

of Mark, 37, 38; of Matthew, 38. 
Liturgy, influence of, in Byzantine art, 19, 20. 
Logos, representation of, 36. 



London, British Museum: ivory, 54; lead 
ampulla, 55 note. Manuscripts: MS. of 
1326, 30; Add. 19352, 49; Harl. 1810, 49; 
Melissenda Psalter, 42, 49, 51, 56, 60, 61. 

Louvre, see Paris. 

Luke, portrait of, on Covers of Washington 
Manuscript of the Gospels, see Freer. 

Luke, St., in Phocis, mosaic, 49, 50, 55 note. 

M 

Madonna and Saints, miniature in Freer Col- 
lection, see Freer. 

Magdalen, see Mary. 

Magistrates on Parthenon Frieze, imitation of, 
n. 

Man, symbol of Mark, 38 ; of Matthew, 38. 

Mandragora, 16. 

Manual, Painters', 20, 21, 22, 25, 45 and note, 
Sh 56. 

Manuscripts, see Athos, Cambrai, Florence, 
London, Milan, Munich, Paris, Rome, 
Sinai, St. Petersburg, Vienna, Washington. 

Manuscripts, Slavic, 36 note, 37. 

Maria, S. della Scala, see Siena. 

Maria, S. Antiqua, see Rome. 

Mark, St., portrait of, 16, 33, 34, 35, .36, 39, 
66-67 ; in miniature of Freer Collection, see 
Freer. 

Mary Magdalen, 41, 42, 43, 44. 

Mary, Virgin, see Virgin. 

Massacre of Innocents, 74. 

Matthew, St., portrait of, 35, 36, 39 ; in min- 
iature of Freer Collection, see Freer. 

Mauricius Tiberius, semissis of, 123 ; tremissis 
of, 123, 125; coin of, 124, 125; imitation 
medallions of, 107. 

Maximianus, chair of Bishop, 130, 132, 133 

134- 

Maximianus, coin of the Emperor, 104. 

Medallion, meaning of the word, 103 ; mounted 
for purposes of jewelry, 103-107 ; Christian, 
107; imitation of, 109-111, 122; framed, 
104-106, 1x7-121, 127-135, 160, 161; open 
work, 149, 150. 

Medallions, with female heads, at Bawtt, 71. 

Melissenda Psalter, see London, British Mu- 
seum. 

Menaeum, Bibliotheque Nationale, see Paris; 
Imperial Library, Vienna, see Vienna. 

Mersina, treasures found near, 103. 

Mesarites, 55. 

Mesopotamia, 76. 

Metropolitan Museum, see New York. 

Milan, Ambrosian Library, Manuscripts of 
Klimax: No. 107, 3, 6; No. 387.1, 3, 14; 
No. 511, 27. 
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Milan, Cathedral, Treasury, ivory, 56. 
Milan, Museo Archeologico, ivory panels, 67. 
Milan, S. Celso, sarcophagus, 54. 
Milan, Trivulzio Collection, ivory, 57. 
Mistra, Chapel of St. John, fresco, 56 note; 

Peribleptos church, frescoes, 45 note, 49 

So, 56. 
Mohammedan ornament, 76. 
Modius, 78. 
Monks, representations of, 4,. 7, 8, 9, 10, 11, 

12, 13, 14, 17, 18, 20, 21, 22. 
Monophysite heresy, 76. 
Monreale, Cathedral, mosaic, 49, 56, 58. 
Monte Santangelo, bronze doors, 19. 
Monza, phials (ampullae), 55, 73, 74, 75. 
Morgan Collection, 97 ff . 
Mosaic portrait of Justinian I, 102, 103, 136 ; 

of the Empress Theodora, 102, 103, 149; 

representing the Marriage at Cana, 132, 

133 ; representing the Annunciation, 130. 
Mother-of-pearl in ornamentation, 09, 161. 
Multiplication of Loaves and Fishes, 67. 
Munich, manuscript in, 54. 

N 
Naix, necklace found at, 106, 141, 142. 
Nativity, 80. 
Necklaces, 106, 140-149. 
New York, Metropolitan Museum, Coptic 

relief, 66. 
Nicsea, Council of, 24. 
Nicodemus, representations of, 41, 43, 44, 60, 

61 ; Gospel of, 48. 
Nimbus, 13, 118, 131; see also Haloes. 
Nun, 25. 



Omont, 26. 

Open work, 100, 120. 

Ornamentation, 100. 

Ornament, Mohammedan, see Mohammedan. 



Pachomius, 24. 

Palestine, influence on Egypt, 77. 

Paradise, representation of, n. 

Paris, Bibliotheque de l'Arsenal, manuscript, 
no. 33, 55- 

Paris, Bibliotheque Nationale, Manuscripts: 
gr. 20, Psalter, 49 ; gr. 5i, Gospel, 36 ; gr. 54, 
Gospel, 45; #"• 74, Gospel, 41; gr. 75, 
Gospel, 49 ; Coisl. 88, Klimax MS., 3, 6, 9, 

18, 21; suppl. gr. 242, 36, note, 37; Coisl. 
263, Klimax MS., 3, 8, 13; lat. 276, 37; 
gr. 510, Homilies of Gregory Nazianzenus, 

19, 41, 57 ; gr. 541, Commentary on Gregory 



Nazianzenus, 49; gr. 891 (an. 1136), 28; 
gr. 1069, Klimax MS., 3, 13, 18, 21 ; gr. 1116 
(an. 1 1 24), 28; gr. 1158, Klimax MS., 3, 13, 
17, 18, 21; gr. 1208, Homilies of Monk 
Jacobus, 19; gr. 1570, Menaeum, 28. 

Paris, Chalandon Collection, ivory, 45 note. 

Paris, Louvre, ivory, 67. 

Paul, St., 67, 74. 

Pearls, 99, 139, 143, 145-148, 151-154, 158, 
159, 162, 163. 

Pectorals, ornamented with coins, 97, 98, 101, 
100-117, 121-127; use of, 116, 117. 

Pedestal, 41, 43, 59, 60. 

Pelegrinaggio, see Siena, S. Maria della Scala. 

Pellets in ornamentation, 100, in, 119- 12 2, 
126, 129, 138 f., 142, 144-HS1 148, i55> 150, 
162. 

Petals in ornamentation, 09, 100, in, 116, 119, 
126, 138. 

Pentapolis, Acts of Mark in, 67. 

Personifications, female, in Vat. 394, 5-6, 10; 
personification of Charity, in Hortus Deli- 
ciarum, 25 ; of Life, at Torcello, 6 ; female, 
dictating to Mark, in Codex Rossanensis, 
16, 35 ; dictating to John, 35 ; personifica- 
tion of Divine Wisdom, 35. 

Petal designs, 100. 

Peter, St., 54, 71, 74. 

Petrograd, see St. Petersburg. 

Pignatta sarcophagus, 129, 130. 

Pisa, Campo Santo, Triumph of Death, 8. 

Plasma, 99, 142, 145, 146, 158. 

Priest, 25. 

Prophylactic significance of medallions, 107, 
126, i3S, 137. 

Psalms, influence on Nicodemus* Gospel, 48 
note. 

Psalter, Chludoff, see Chludoff. 

Psalter, Melissenda, see London, British Mu- 
seum. 

Psalter, Paris 20, see Paris, Bibliotheque 
Nationale. 

Psalter, Vatican Library, see Rome. 



Quibell, J. E., 65, 66. 



Rabulas, Gospel of, see Florence. 

Raithu, Abbot of, letter to St. John Climacus, 

1, 18. 
Ravello, Cathedral, bronze doors, 43 note, 49. 
Ravenna, Museum, sarcophagus, 54. 
Ravenna, S. Apollinare Nuovo, mosaic, 54, 

132, 133- 
Ravenna, S. Vitale, mosaic, 39, 102, 117, 149. 
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Realism, in Byzantine art, 18, 21, 59; in 

Klimax miniatures, 10, 12, 13. 
Reliquary/ medallion as a, 135. 
Rennes, patera found at, 107. 
Resurrection, as title to Descent into Hell, 48. 
Revelation, Beasts of, 38. 
Rings for suspension of medallions, 101, 104, 

118, 129, 138. 
Rome, Lateran: Chapel of St. John Baptist, 

mosaic, 39; Chapel of S. Venanzio, mosaic, 

73, 74. 

Rome, S. Maria Antiqua, frescoes, 49, 50, 55. 

Rome, St. Paul's, bronze doors, 42, 43, 55, 60. 

Rome, St. Peter's, Chapel of John VII, mosaic, 
49. 

Rome, S. Pudenziana, 38. 

Rome, Vatican, Library, Manuscripts : gr. 394, 
6, 7, 8, 9, 11, 12, 13, 14, 18, 19, 21 ; gr. 1162, 
Homilies of Monk Jacobus, 19; gr. 1754, 
Klimax MS., 3, 6-12, 13, 14, 17, 18, 19, 21, 
22, 25; gr. 1927, Psalter, 22; Vatican Virgil, 
16. 

Rome, Vatican, Museo Cristiano, steatite 
carving, 44 note; triptych, 21, 22-24. 

Rosette in ornamentation, 99, 100, 109, 116, 
126, 162 ff. 

Rossano Gospel, see Codex Rossanensis. 



S. Maria della Scala, see Siena. 

St. Petersburg, Golenisheff Collection, History 

of the World, papyrus MS., 78, 79, 80; 

panel, 79, 80. 
St. Petersburg, Likhatcheff Collection, ikons, 

22, 51. 
St. Petersburg, Public Library, Gospel, 56 

note. 
Sand on objects. 98. 

Sapphires, 99, 142-149* 152, 154, 158, 159, 163. 
Saqqara, frescoes, 65, 66, 68; Cell A, 66; 

Cell F, 70, 71, 75- 
Satan, 48, 50, 51, 60. 
Scala dei Bambini, see Siena, S. Maria della 

Scala. 
Screw, 101, 109, 121, 155, 160, 162, 164. 
Scrolls in ornamentation, 100, 161. 
Semissis, 112. 
Sepulchre, Holy, 56. 
Serapeion, see Serapis. 
Serapis, temple of, 78, 79. 
Settings of jewels, 99, 100; of coins, 116, 126. 
Shell-shaped ornament, 100, 154. 
Sidamara sarcophagi, 16. 
Siena, Biblioteca, enamelled book-cover, 49, 50. 
Siena, Opera del Duomo, Altarpiece of Duccio, 

45, 56. 



Siena, S. Maria della Scala, Pelegrinaggio, 
Scala dei Bambini, 26. 

Signature, see Theoctistus. 

Sinai, 1; monastery, cod. 418, Klimax MS., 
3, 8, q, 12, 13, 14; monastery, representa- 
tion of, 16, 17, 18, 20, 21, 22, 24. 

Soghanli, Asia Minor, fresco, 49. 

Soldering, 100, 109, in, 116, 119, 124, 126, 
129, 136, 137, 138, 144, 146, 148, 151, 152, 
155, 157, 158, 161, 162, 163, 164. 

Soldier, 25. 

Solidus, in, 112; framed, 107, 135-140. 

Solomon, 48, 50, 52. 

Soul, representation of, 13, 18, 21. 

South Kensington, Victoria and Albert 
Museum, ivory panel, 67. 

Spirals in ornamentation, 100, 111, 116, 119, 
i3 6 > x 55» I S 6 » I 59'> bow spiral, 116, 126, 142, 
144, 147. 

Statuette, crystal, 164-166. 

Stavroniketa, see Athos. 

Strassburg Library, 25. 

Strzygowski, 67, 71, 75, 79, 80, 130, 134. 

Sun and Moon, busts of, 72, 75. 

Suppedaneum, 41. 

Symbols, of Evanglists, see Evangelists. 

Symmetrical arrangement of patterns, 100. 

Syria, 101, 102, 106, 134 ; influence on Egypt, 

77- 
Szilagysoml6, "finds" made near, 103, 104. 



Tarsus, treasure of, 107. 

Technique, of Byzantine painting, 11-12; of 

paintings in Freer Collection, see Freer. 
Terracotta figurine found in Egypt, 150. 
Tetramorphon, 39. 
Tetricus, medallion of, 105, 106. 
Textiles with representation of the Annuncia- 
tion, 130. 
Theoctistus, 28, 29; signature of, 27. 
Theoderic, medallion of, 107. 
Theodora, mosaic portrait of the Empress, 

102, 103, 149. 
Theodosius, Emperor, 78; medallion of, 

106, 117, 118; solidus of, in, 113-115, 

140. 
Theophilus, 78, 79. 
Thomas, Doubting of, 33, 59, 60; iconography 

of, 54-56 ; miniature in Freer Collection, see 

Freer. 
Thomas, St., 54, 55. 
Tiberius II Constantinus, coin of, 102 ; semissis 

of, 125. 
Tikkanen, 6, 9, 10, 11, 12. 
Titulus, on Cross, 41. 
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Torcello, Cathedral, stone parapet, 6 ; mosaic, 

49, So. 
Towel, in Descent from the Cross, 44. 
Trani, Cathedral, bronze doors, 43 note, 49, 

60. 
Treasure, the Gold, size and distribution, 97 ; 

provenance, 98, 101; ornamentation, 98- 

101; date, 101, 135, 139, 149, 154, 156, 163; 

atelier of goldsmiths, 101 ; purpose, 102 ; 

parallel "finds," 103-107. 
Tremissis, in, 112. 
Trinity, Invocation of, 28. 

U 
Uniones, 99. 
Uvaroff Collection, Moscow, 130, 131. 



Valens, coin of, 104 ; medallion of, 106. 

Valentinian III, coin of, no. 

Vatican, see Rome. 

Vatopedi, see Athos. 

Vecchietta, 26. 

Venice, St. Mark's, Ciborium columns, 49; 

mosaics, 49, 50, 55, 58, 60; Pala d'oro, 49; 

relief, 35. 



Verona, S. Zeno, sarcophagus, relief, 37. 
Vienna, Imperial Library, Manuscripts: Dio- 

scurides, 16, 35; Menaeum, 27; Cod. theol. 

gr. 207, Klimax MS., 3, 18, 19, 21. 
Vine, Christ as the, 25. 
Vine, grape, in ornamentation, in, 119, 120, 

122, 157, 161-163. 
Virgil, Vatican, see Rome, Vatican Library. 
Virgin Mary, 10, 11, 18, 35, 41, 42, 43, 44, 58, 

59, 60, 61, 68, 69, 71, 72, 73, 74, 75, 80, 156. 
Virtues and Vices, representations of, 4-5, 13. 
Von Gans Collection, 97 ff. 

W 

Washington- Manuscript of the Gospels, 
Facsimile, 63 ; Covers, see Freer. 

Western influence, in Byzantine painting, 40. 

Wire coils in ornamentation, 100 ; twisted, 100. 

Wisdom, Divine, personification of, 35. 

World, History of, see St. Petersburg, Goleni- 
sheff Collection. 



Zagba, Mesopotamia, 71. 
Zahn, R., quoted or referred to, 101, 127, 135, 
149, 161. 
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Professor Mary Gilmore Williams, Mt. Holyoke College. 

4. The Attitude of Dio Cassius toward Epigraphic Sources: 

Professor Duane Reed Stuart, Princeton University. 

5. The Lost Epitome of Livy : Professor Henry A. Sanders. 

6. The Principales of the Early Empire : Professor Joseph H. 

Drake, University of Michigan. 

7. Centurions as Substitute Commanders of Auxiliary Corps : 

Professor George H. Allen, University of Cincinnati. 



Vol. II. Word Formation in Provencal. By Professor Ed- 
ward L. Adams, University of Michigan. Pp. xvii + 607. 
$4.00 net. 

Vol. III. Latin Philology. Edited by Professor Clarence 
Linton Meader, University of Michigan. Pp. vii + 290. 
$2.00 net. 

Parts Sold Separately in Paper Covers: 

Part I. The Use of idem, ipse, and Words of Related Mean- 
ing. By Clarence L. Meader. Pp. i-iii. $0.75. 

Part II. A Study in Latin Abstract Substantives. By Professor 
Manson A. Stewart, Yankton College. Pp. 113-78. $0.40. 

Part III. The Use of the Adjective as a Substantive in the 
De Rerum Natura of Lucretius. By Dr. Frederick T. Swan. 
Pp. 179-214. $0.40. 

Part IV. Autobiographic Elements in Latin Inscriptions. By 
Professor Henry H. Armstrong, Drury College. Pp. 215-86. 
$0.40. 
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Vol. IV. Roman History and Mythology. Edited by Pro- 
fessor Henry A. Sanders. Pp. viii 4- 427. $2.50 net. 

Parts Sold Separately in Paper Covers: 

Part I. Studies in the Life of Heliogabalus. By Dr. Orma 

Fitch Butler, University of Michigan. Pp. 1-169. $1.25 net. 
Part II. The Myth of Hercules at Rome. By Professor John 

G. Winter, University of Michigan. Pp. 171-273. $0.50 net. 
Part III. Roman Law Studies in Livy. By Professor Alvin E. 

Evans, Washington State College. Pp. 275-354. $0.40 net. 
Part IV. Reminiscences of Ennius in Silius Italicus. By Dr. 

Loura B. Woodruff. Pp. 355-424. $0.40 net. 



Vol. V. Sources of the Synoptic Gospels. By Rev. Dr. 
Carl S. Patton, First Congregational Church, Columbus, Ohio. 
Pp. xiii + 263. $1.30 net. 



Size, 28 x 18.5 cm. 4to. 

Vol. VI. Athenian Lekythoi with Outline Drawing in 
Glaze Varnish on a White Ground. By Arthur Fair- 
banks, Director of the Museum of Fine Arts, Boston. 
With 15 plates, and 57 illustrations in the text. Pp. viii 4- 371. 
Bound in cloth. $4.00 net. 



Vol. VII. Athenian Lekythoi with Outline Drawing in 
Matt Color on a White Ground, and an Appendix: 
Additional Lekythoi with Outline Drawing in Glaze 
Varnish on a White Ground. By Arthur Fairbanks. 
With 41 plates. Pp. x 4- 275. Bound in cloth. #3.50 net. 

Vol. VIII. The Old Testament Manuscripts in the Freer 
Collection. By Professor Henry A. Sanders, University of 
Michigan. With 9 plates showing pages of the Manuscripts 
in facsimile. Pp. viii + 357. Bound in cloth. #3.50 net. 

Parts Sold Separately in Paper Covers : 

Part I. The Washington Manuscript of Deuteronomy and 
Joshua. With 3 folding plates. Pp. vi + 104. $1.25. 

Part II. The Washington Manuscript of the Psalms. With 1 sin- 
gle plate and 5 folding plates. Pp. viii + 105-357. $2.00 net. 
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Vol. IX. The New Testament Manuscripts in the Freer 
Collection. By Professor Henry A. Sanders, University 
of Michigan. With 8 plates showing pages of the Manu- 
scripts in facsimile. Pp. ix + 323. Bound in cloth. $3.50 net. 

Parts sold separately in Paper Covers : 

Part I. The Washington Manuscript of the Four Gospels. 
With 5 plates. Pp. vii + 247. $2.00 net. 

Part II. The Washington Fragments of the Epistles of Paul. 
With 3 plates. Pp. vii, 249-323. $1.25 net. 



Vol. X. The Coptic Manuscripts in the Freer Collection. 
By Professor William H. Worrell, Hartford Seminary 
Foundation. 

Part I. A Fragment of a Psalter in the Sahidic Dialect. 
The Coptic Text, with an Introduction, and with 6 plates show- 
ing pages of the Manuscript and Fragments in facsimile. 
Pp. xxvi + 1 12. $2.00 net. 



Vol. XI. Contributions to the History of Science. {Parts 
I and II ready) 

Part I. Robert of Chester's Latin Translation of the Algebra 
of Al-Khowarizmi. With an Introduction, Critical Notes, and 
an English Version. By Professor Louis C. Karpinski, Univer- 
sity of Michigan. With 4 plates showing pages of manuscripts 
in facsimile, and 25 diagrams in the text. Pp. vii-h 164. Paper 
covers. $2.00 net. ^ 

Part II. The Prodromus of Nicolaus Steno's Latin Disser- 
tation on a Solid Body Enclosed by Process of Nature 
within a Solid. Translated into English by Professor John G. 
Winter, University of Michigan, with a Foreword by Professor 
William H. Hobbs. With 7 plates. Pp. 165-283. Paper 
covers. $1.30 net. 

Part III. Vesuvius in Antiquity. Passages of Ancient Authors, 
with a Translation and Elucidations. By Francis W. Kelsey. 
Illustrated. 

Vol. XII. Studies in East Christian and Roman Art. By 
Professor Charles R. Morey, Princeton University, and Pro- 
fessor Walter Dennison, Swarthmore College. With 67 
plates (10 colored) and 91 illustrations in the text. Pp. xii 
+ »75- $475 net 
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Parts sold separately : 

Part I. East Christian Paintings in the Freer Collection. 
By Professor Charles R. Morey. With 13 plates (10 colored) 
and 34 illustrations in the text. Pp. xii + 87. Bound in cloth. 
$2.50 net. 

Part II. A Gold Treasure of the Late Roman Period from 
Egypt. By Professor Walter Dennison. With 54 plates and 57 
illustrations in the text. Pp. 89-175. Bound in cloth. $2.50 net. 



Vol. XIII. Documents from the Cairo Genizah in the 
Freer Collection. Text, with Translation and an Intro- 
duction by Professor Richard Gottheil, Columbia University. 
(In Preparation) 

SCIENTIFIC SERIES 

Size, 28 x 18.5 cm. 4 . Bound in cloth 

Vol. I. The Circulation and Sleep. By Professor John F. 
Shepard, University of Michigan. Pp. x + 83, with an Atlas 
of 83 plates, bound separately. Text and Atlas, $2.50 net. 



Vol. II. Studies on Divergent Series and Summability. By 
Professor Walter B. Ford, University of Michigan. Pp. xi + 
193- # 2 -5o« 

University of Michigan Publications 

HUMANISTIC PAPERS 

Size, 22.7 x 15.2 cm. 8°. Bound in cloth 

The Life and Works of George Sylvester Morris. A 
Chapter in the History of American Thought in the 
Nineteenth Century. By Professor R. M. Wenley, Uni- 
versity of Michigan. Pp. xv+332. $1.50 net. 



Latin and Greek in American Education, with Symposia on 
the Value of Humanistic Studies. Edited by Francis 
W. Kelsey. Pp. x + 396. $1.50 net. 



The Menaechmi of Plautus. The Latin Text, with a Trans- 
lation by Joseph H. Drake, University of Michigan. Pp. xi 
+ 130. Paper covers. $0.60 net. 
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Handbooks of Archaeology and Antiquities 

Edited by PERCY GARDNER and FRANCIS W. KELSEY 

THE PRINCIPLES OF GREEK ART 

By PERCY GARDNER, Litt.D., Lincoln and Merton Professor of Classical 
Archaeology in the University of Oxford. 

Makes clear the artistic and psychological principles underlying Greek art, especially 
sculpture, which is treated as a characteristic manifestation of the Greek spirit, a devel- 
opment parallel to that of Greek literature and religion. While there are many hand- 
books of Greek archaeology, this volume holds a unique place. 

New Edition. Illustrated. Cloth, $2. 50 

GREEK ARCHITECTURE 

By ALLAN MARQUAND, Ph.D., L.H.D., Professor of Art and Archaeology 
in Princeton University. 

Professor Marquand, in this interesting and scholarly volume, passes from the mate- 
rials of construction to the architectural forms and decorations of the buildings of 
Greece, and lastly, to its monuments. Nearly four hundred illustrations assist the 
reader in a clear understanding of the subject. 

Illustrated. Cloth, $2.25 

GREEK SCULPTURE 

By ERNEST A. GARDNER, M.A., Professor of Archaeology in University 
College, London. 

A comprehensive outline of our present knowledge of Greek sculpture, distinguishing 
the different schools and periods, and showing the development of each. This volume, 
fully illustrated, fills an important gap and is widely used as a text-book. 

Illustrated. Cloth, $250 

GREEK CONSTITUTIONAL HISTORY 

By A. H. J. GREENIDGE, M.A., Late Lecturer in Hertford College and Brase- 
nose College, Oxford. 

Most authors in writing of Greek History emphasize the structure of the constitutions ; 
Mr. Green idge lays particular stress upon the workings of these constitutions. With 
this purpose ever in view, he treats of the development of Greek public law, distinguish- 
ing the different types of states as they appear. 

Cloth, $1.30 

GREEK AND ROMAN COINS 

By G. F. Hill, M. A., of the Department of Coins and Medals in the British 
Museum. 

All the information needed bv the beginner in numismatics, or for ordinary reference, 
is here presented. The condensation necessary to bring the material within the size 
of the present volume has in no way interfered with its clearness or readableness. 

Illustrated. Cloth, $2.25 

GREEK ATHLETIC SPORTS AND FESTIVALS 

By E. NORMAN GARDINER, M.A., Sometime Classical Exhibitioner of Christ 
Church College, Oxford. 

With more than two hundred illustrations from contemporary art, and bright descrip- 
tive text, this work proves of equal interest to the general reader and to the student of 
the past. Many of the problems with which it deals — the place of physical training, 
games, athletics, in daily and national life — are found to be as real at the present time 
as they were in the far-off days of Greece. 

Illustrated. Cloth, $2.50 
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Handbooks of Archaeology and Antiquities — Continued 
ATHENS AND ITS MONUMENTS 

By CHARLES HEALD WELLER, of the University of Iowa. 
This book embodies the results of many years of study and of direct observation during 
different periods of residence in Athens. It presents in concise and readable form a 
description of the ancient city in the light of the most recent investigations. Profusely 
illustrated with Half-tones and Line Engravings. 

Illustrated. Cloth, $4.00 

THE DESTRUCTION OF ANCIENT ROME 

By RODOLFO LANCIANI, D.C.L., Oxford; LL.D., Harvard; Professor of 
Ancient Topography in the University of Rome. 

Rome, the fate of her buildings and masterpieces of art, is the subject of this profusely 
illustrated volume. Professor Lanciani gives us vivid pictures of the Eternal City at 
the close of the different periods of history. 

Illustrated. Cloth, $1.50 

ROMAN FESTIVALS 

By W. WARDE FOWLER, M.A., Fellow and Sub-Rector of Lincoln College, 
Oxford. 

This book covers in a concise form almost all phases of the public worship of the 
Roman state, as well as certain ceremonies which, strictly speaking, lay outside that 
public worship. It will be found very useful to students of Roman literature and his- 
tory as well as to students of anthropology and the history of religion. 

Cloth, $1.50 

ROMAN PUBLIC LIFE 

By A. H. J. GREENIDGE, Late Lecturer in Hertford College and Brasenose 
College, Oxford. 

The growth of the Roman constitution and its working during the developed Republic 
and the Principate is the subject which Mr. Greenidge here set for himself. * All im- 
portant aspects of public life, municipal and provincial, are treated so as to reveal the 
political genius of the Romans in connection with the chief problems of administration. 

Cloth, $2.50 

MONUMENTS OF THE EARLY CHURCH 

By WALTER LOWRIE, M.A., Late Fellow of the American School of Classical 
Studies in Rome, Rector of St. Paul's Church, Rome. 

Nearly two hundred photographs and drawings of the most representative monumental 
remains of Christian antiquity, accompanied by detailed expositions, make this volume 
replete with interest for the general reader and at the same time useful as a hand-book 
for the student of Christian archaeology in all its branches. 

Illustrated. Cloth, $1.50 

MONUMENTS OF CHRISTIAN ROME 

By ARTHUR L. FROTHINGHAM, Ph.D., Sometime Associate Director of the 
American School of Classical Studies in Rome, and formerly Professor of Archae- 
ology and Ancient History in Princeton University. 

"The plan of the volume is simple and admirable. The first part comprises a histor- 
ical sketch ; the second, a classification of the monuments." — The Outlook. 

Illustrated. Cloth, $235 
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